





























































This	 work	 constitutes	 an	 effort	 at	 foregrounding	 experiences	 of	 Zimbabwean	
migration	 that	 are	 not	 necessarily	 characterised	 by	 abjection.	 Against	 hegemonic	
narratives	 of	 crisis	 and	 instability	 and	 the	 experiences	 of	 dislocation	 that	




London	 mediated	 by	 music,	 as	 it	 is	 experienced	 in	 time	 and	 place,	 yet	 also	
transcending	 them	 in	 the	 formations	 and	 reproductions	 of	 diasporic	 and	
transnational	 being	 and	 belonging.	 Recognising	 that	 Zimbabwean	 experiences	 in	
Britain	 are	part	 of	 a	 lineage	 and	genealogy	of	 black,	Afro-Caribbean	and	diasporic	
struggles,	 resistance,	 survival	 and	 conviviality,	 I	 explore	 London	 with	 other	




attendant	 experiences.	 Inhabiting	 black	 bodies,	 and	 inserted	 into	 the	 dominant	
narratives	of	the	migrant,	how	then	do	Zimbabweans	in	Britain	negotiate	being	and	
belonging?	It	is	here	that	I	turn	to	music.	Music	stakes	out	a	cultural	space	and	can	be	






















































Performing	 the	 Decolonial:	 Music	 and	 Migration	 to	 Britain	 through	 Rhodesia	 into	
Zimbabwe	.................................................................................................................................	91	
All	that	Jazz	...............................................................................................................................	96	








































Recognising	 that	 Zimbabwean	 experiences	 in	 Britain	 are	 part	 of	 a	 lineage	 and	
genealogy	of	black,	Afro-Caribbean	and	diasporic	struggles,	resistance,	survival	and	
conviviality,	 I	 explore	 London	with	 other	 Zimbabweans	 to	 understand	 how	music	
mediates	sociality	and	becomes	a	way	of	resisting	social	death.	I	borrow	the	idea	of	
social	 death	 from	 Sexton,	 and	Wilderson	 	 (Sexton,	 2011;	Wilderson	 III,	 2008),	 to	
suggest	that	the	diasporic	experience	for	Zimbabweans	has	been	characterised	by	a	




precarities	 and	 negative	 possibilities	 that	 come	 with	 the	 diasporic	 journey	 and	
attendant	experiences.	
	









and	 intimate,	 as	well	 as	 the	 public	 and	 shared	 collective	 representations	 of	 being	
Zimbabwean	 in	 London	 (Small,	 2011).	 Les	 Back	 points	 out	 that	 the	 music	 of	 the	
African	diaspora	 is	not	 a	 recent	 import	 to	Europe,	having	been	an	 integral	part	of	
numerous	European	societies	since	the	18th	Century.	Through	the	hands	and	voices	
of	 slave	musicians,	 jubilee	singers,	 jazz	orchestras,	 reggae	sound	system	operators	
and	hip	hop	DJs	(Back,	2000).		
	
I	 have,	 to	 (mis)use	 language	 that	 has	 been	 the	 rage	 in	 political	 spaces	 of	 popular	
culture,	 ‘appropriated’	 the	 concept	 of	 ‘musicking’	 from	 Small	 to	 encompass	 acts,	







and	of	public	 images	of	 sentiment.	 	Whether	 it	 is	 listening,	dancing,	and	any	other	
attendant	aspects	that	accompany	musicking,	one	of	the	questions	to	ask,	as	posited	
by	Small	 is	what	a	 ‘performance’	means	when	it	takes	place	at	a	certain	time,	with	






2010):	 asylum	 seekers;	 undocumented	 migrants;	 students;	 labour/economic	




of	 hierarchies	 that	 such	 questions	 reproduce,	 even	 in	 a	 quest	 to	 understand.	 I	






bureaucracy.	To	 inhabit	 the	body	of	 the	stranger	 is	 to	also	know	not	being	human	
enough,	to	be	subjected	to	the	processes	and	policing	of	bureaucracy	that	we	try	to	


















the	 diaspora	 have	 all	 been	 subject	 to	 change,	 innovation,	 borrowing	 and	
reconstruction,	becoming	hybrid,	multiple	and	multi-dimensional	(Zeleza,	2010).	
	
Who	then	 is	Zimbabwean,	 if	 the	contemporary	conversations	on	Zimbabwe	can	be	
traced,	for	instance,	in	the	post-2000	moment	and	the	expulsion	of	the	white	farmers?	
This	 is	 a	 question	 that	 runs	 throughout	 in	 acknowledging	 the	 heterogeneity	 of	
Zimbabweans	 in	London,	by	age,	gender,	generation,	and	as	 I	point	out	 in	 the	end,	
race.	Predominantly	through	the	experiences	with	and	stories	shared	by	Wala,	who	
left	the	then	Rhodesia	for	Britain	in	the	1970’s,	and	those	of	a	younger	Zimbabwean	
woman,	 Catherine,	 that	 are	 intertwined	 with	 religion,	 I	 reveal	 how	 some	
Zimbabweans	have	negotiated	place-making	and	identity	in	ways	that	are	mediated	













testament	 to,	 they	 became	 as	 I	 sifted	 through	 the	 material	 in	 the	 sense-making	
moments	 of	 ethnographic	 writing,	 nodes	 of	 the	 generational	 and	 generative	
possibilities	of	Zimbabwean	presence	in	Britain.	As	their	different	narratives	reveal,	
they	 have	 gendered	 experiences	 of	 Britain,	 shaped	 by	 the	 different	 historical	
moments	in	which	they	arrived	in	Britain,	and	the	kinds	of	diasporic	imagination	and	
musical	 sensibilities	 they	 consequently	 have.	 The	 specific	 context	 of	 ethnographic	







are	 part	 of	 shift	 work	 and	 a	 precarious	 economy	 is	 difficult.	 The	 field	 was	








Narratives,	 offered	here,	 as	 those	 that	 come	before	 them	on	music,	migration	 and	
diaspora,	are	not	necessarily	always	steady	foundations,	shoulders	to	stand	on.	The	
questions	 asked,	 and	 the	 critiques	 offered,	 are	 shaped	 by	 different	 intentions	 and	
experiences.	In	words	akin	to	those	of	Angela	Davis	as	she	delivered	the	2016	Steve	
Biko	Memorial	Lecture	in	South	Africa,	I	am	also	arguing	that	sometimes	we	want	to	





accorded	 a	 timeless	 importance,	 or	 accorded	 place	 in	ways	 ‘others’	 imagine	 their	
worlds.	 The	 partiality	 of	 ethnographic	 writing	 is	 expressed	 well	 by	 Clifford,	 who	
points	 out	 that	 “ethnographic	 truths	 are	 thus	 inherently	 partial—committed	 and	
incomplete.	This	point	 is	now	widely	asserted—and	resisted	at	strategic	points	by	
those	who	fear	the	collapse	of	clear	standards	of	verification.	But	once	accepted	and	
built	 into	 ethnographic	 art,	 a	 rigorous	 sense	 of	 partiality	 can	 be	 a	 source	 of	
representational	tact”(Clifford,	1986:7).	
	













I	 am	 using	 this	 here	 to	 characterise	 the	 kinds	 of	 abjection	 that	 I	 at	 least	 have	
experienced	 with	 other	 Zimbabweans,	 with	 the	 socio-political	 and	 economic	
challenges	of	the	country,	the	precarity	and	social	death	of	the	elsewhere,	and	the	way	
Zimbabwe,	and	Zimbabwean	lives	and	bodies,	have	been	written	into	existence.	As	I	
















It	 is	 useful	 to	 provide	 the	 experiences	 that	 form	 the	 impetus	 for	 this	 project.	 My	
interest	 in	Zimbabwean	migration	 finds	 early	 expression	during	my	 time	 in	 South	


























Commentary	 and	Hershini	Bhana	Young	 (2006)	Haunting	Capital:	Memory,	 Text	and	 the	black	Diasporic	









reclaiming	 space	 and	 place,	 of	 making	 home	 and	 habitable	 being	 in	 the	 face	 of	
oppression.	An	example	is	the	exploration	of	gendered	performances	of	migrancy,	as	




that	 allowed	 for	 the	 expression	 of	 dissent	 and	 the	mockery	 of	 power,	 in	 both	 its	
relatively	centralised	way	and	its	manifestations	in	the	bodies	of	whiteness	and	their	

































influences,	 that	gave	rise	to	my	interest	 in	exploring	the	relationships	 intertwining	
music,	 identities	and	belonging	amongst	Zimbabweans	as	part	of	my	own	journeys	
from	Harare	to	Johannesburg,	and	then	to	London.	These	journeys	were	shaped	by	
music,	 which	 remained	 not	 only	 a	 soundtrack,	 sometimes	 unacknowledged,	 that	
shaped	how	I	and	many	other	Zimbabweans	found	themselves	in,	and	out,	of	space;	
but	 became	 a	 vehicle	 through	 which	 we	 traversed	 landscapes	 that	 were	
simultaneously	unfamiliar,	exciting,	and	often	unwelcoming—if	not	in	blatant	ways,	
then	in	the	unspoken	daily	struggles—the	movements	of	bodies,	towards	and	away	
from	 you,	 the	 darkness	 that	 engulfs	 the	 alienated,	 in	 moments	 of	 physical	 and	
structural	violence.	The	lived	and	structural	violence	of	race	and	racism	alluded	to	as	
part	of	apartheid	and	colonialism	 is	not	absent	 in	 the	London	of	 today	either.	The	





The	 examples	 emanating	 from	 the	 above-mentioned	 musical	 and	 the	 work	 by	
Deborah	James	and	David	Coplan	also	already	alerts	us	to	the	gendered	realities	of	
colonial	mobility,	 and	 the	 relationships	 that	 consequently	manifest	 in	 the	kinds	of	
femininities,	masculinities	and	sexualities,	in	and	of	the	often-fictitious	post-colony.	
Some	 of	 these	 tensions	 also	 find	 expression	 in	 this	 conversation,	 particularly	 in	
relation	to	how	Zimbabweans	in	Britain	become	part	of	reconfigured	gendered	ways	
of	being	that	interact	with	the	space	and	place	they	find	themselves	in.	The	realm	of	




thought	 it	 important	 to	 have	 a	 few	 points	 regarding	 the	 general	 process	 of	 (not)	
writing,	of	struggling	 to	engage	with	material,	and	the	materiality	of	narrative	and	









migrant.	 This	 opens	 up	 spaces	 for	 a	 conversation	 of	 the	 understandings	 of	 the	
Zimbabwean,	maybe	not	precisely	as	black-British,	but	certainly	as	black	in	Britain,	
as	 separate	 and	 different,	 or	 as	 sharing	 affinities,	 to	 those	 categorised	 as	 ‘African’	
(Gilroy,	1993a).	
	
In	 many	 respects,	 these	 are,	 or	 become,	 perceived	 as	 similar	 or	 the	 same.	 The	
generation	of	Zimbabweans	that	arrives	in	the	1970s	constitutes,	in	the	moment	of	
my	experiences	with	them,	and	in	self-identification,	as	simultaneously	Zimbabwean,	






of	 an	 understanding	 of	 these	 very	 epistemologies,	methodologies	 or	 ontologies	 of	
blackness,	 whatever	 they	 may	 be.	 Or	 of	 a	 lineage	 of	 the	 historical	 and	 present	
coloniality	of	being,	claims	to	knowing	and	relating	to	the	black	body	as	migrant	and	
vice	 versa.	 I	 am	 aware,	 to	 borrow	 from	 Rinaldo	 Walcott,	 and	 I	 locate,	 being	





Kalra,	 the	 translation	 of	 the	 experiences	 of	 Zimbabweans,	 as	 embodying	 a	 certain	
iteration	of	blackness	in	Britain,	into	an	ethnographic	text	is	therefore	embedded	in	
sets	of	power	relationships	 that	are	made	most	obvious	 in	a	deconstruction	of	 the	






















the	 bar	 space	 that	 I	 engage	with	 as	 a	 place	 of	musicking,	 can	 at	 times	 evoke	 the	
shebeen4,	if	not	in	the	inventions	of	a	gendered	conviviality,	then	in	its	ambience	and	
being	physically	underground.	It	is	a	hole	in	the	earth	where	that	other	elsewhere	is	
temporarily	 suspended,	 as	 another	 slides	 through	 and	 over	 it,	 leaking	 vestigial	
elements	 that	will	 also	 sit,	 slide	 and	 slither,	 and	 sometimes	 escape	 and	 return,	 as	
memory.	In	her	2009	book	The	Ministry	of	Pain,	Dubra	Ugresic	captures	these	slips	
and	slides	in	emphasising	that	the	moment	of	leaving,	of	departure,	especially	of	place,	
whilst	being	a	moment	of	possible	escape,	 to	renewal,	 the	new	or	respite,	 is	also	a	
moment	of	death.	These	shebeen-like	inventions	that	I	encounter,	such	as	Sanganai	
and	the	converted	sports	clubs,	spaces	and	places	of	musicking,	both	contain	and	leak	
out	 the	 narratives,	 the	 emotions,	 the	 experiences	 of	 negotiating	 being	 when	 the	
notions	of	the	inside	and	outside	have	collapsed,	and	refuse	abjection.		People,	black	































































of	 his	 present.	 Is	 he	 hyper-sensitive	 to	 his	 hypervisibility	 as	 a	 body	 that	 stands	




own	way,	 not	 perfunctory	 and	 furtive,	 and	 not	 disciplined	 by	 precarious	work	 or	
inhabiting	strange	bodies	that	are	simultaneously	inside	and	outside.		
	




an	upping,	 a	downing.	The	 laughter	 that	 fills	 the	 room:	more	and	more.	An	




one	 that	 might	 interrupt	 the	 solemnity,	 piercing	 through	 it,	 turning	 heads	
(Ahmed,	2014).	
	
Experiences	 of	 musicking	 with	 Zimbabweans	 are	 here	 then	 also	 experiences	 of	
feeling,	of	affect,	of	affecting	and	being	affected.	I	navigate	this	world	aware	that,	as	is	





flashes	present	 and	absent;	 that	belonging	 and	 forms	of	 identification	are	not	 just	
narratives,	pasts	and	presents	that	are	shared	or	imagined,	but	are	also	mediated	by	
affect.	My	body,	and	the	bodies	of	those	who	inhabit	the	same	spaces	as	I	do,	affect	







experience,	 as	 life,	 often	 is—and	 how	 the	 construction	 of	 a	 coherent	 narrative,	 as	
translation,	 and	 transposition,	 of	 supposed	 ‘ethnographic’	 experience	 into	 legible	
narrative	 and	 chronology	 as	 well	 as	 theoretical	 ‘morphology’	 betrays	 a	 constant	
tension	with	method,	 structure	 and	 space,	 as	 canonised	understandings	of	how	 to	
write	into	temporal	existence	the	(black)	body	from,	and	in,	the	elsewhere.	One	then	
comes	to	terms	with	the	realisation	that	even	their	own	body,	that	they	have	imagined	






and	 as	 sociality,	 what	 Simmel	 called	 ‘sociation’	 (Simmel	 &	 Hughes,	 1949),	 of	 our	






















carried	 by	 these	 bodies,	 and	 what	 these	 bodies,	 in	 space,	 and	 place,	 relate	 to	 as	
musicking	in	the	elsewhere,	is	my	interest.	I	remain	reflexive	about	the	language	and	
the	lens	through	which	I	seek	to	portray	these	narratives	and	experiences,	and	about	
my	 ability	 to	 relate	 the	 experience	 of	 the	 black	 body	 in	 instances	 where	 its	
racialisation	is	sometimes	denied,	exists	as	implicit,	or	is	deployed,	ostensibly	in	the	
service	of	establishing	belonging,	as	integration,	or	as	a	re-inscribing	of	the	ways	in	




the	 translation	 of	 the	 body	 and	 its	 experiences	 into	 legible	 modes	 of	 articulation	
(Moten,	2003;	Spillers,	1987,	2006).	
	























discourses	 of	 power	 that	 produce	 black	 embodiment	 in	 the	 elsewhere,	 as	 of	
elsewhere.	What	does	it	mean	then	for	me	to	desire	the	engagement,	movement	and	




that	 even	 as	 I	 call	 these	 bodies,	 people,	 my	 friends,	 Zimbabwean,	 this	 form	 of	
identification	exists	as	fractured,	as	Ndlovu-Gathseni	and	Pasura,	for	instance,	show	
(Ndlovu-Gatsheni,	 2009a;	Pasura,	 2008).	 In	 the	process	of	doing	 this	work,	 and	 in	
recognising	how	Zimbabweans	inhabit	London,	and	wider	Britain,	as	raced/racialised	
bodies,	 I	 have	 also	 become	 interested	 in,	 and	 recognised	 the	 absence	 of,	 an	
engagement	 with	 white	 Zimbabweans—what	 I	 have	 regarded	 to	 be	 whiteness	 as	
absence	 and	 invisibility.	What,	 in	 the	dominant	narrative	 of	 Zimbabwe,	 crisis,	 and	
music,	allows	this	whiteness	to	exist	as	interlocutor,	victim	and	voice,	yet	not	as	the	
body	of	the	migrant?	My	motivation	is	not	an	interrogation	of	whiteness	per	se,	but	
an	 attempt,	 in	 revealing	more	 of	 the	 complexities	 around	 being	 and	 belonging,	 at	
troubling	 the	 safety	and	stability	of	 some	of	 the	given	categories	and	assumptions	
about	 being	 Zimbabwean,	 and	 the	 often	 seemingly	 unchanging	 toxicity	 of	 the	
discourses	of	power	in	narrating	the	black	Zimbabwean	experience.	The	foundations	
that	exist,	the	modes	and	terms	of	reference,	the	levers	of	intellectual	and	academic	
‘knowledge’	 about	 Zimbabwe,	 establish	 what	 become	 accepted	 and	 acceptable	





part	 of	 narrating	 the	 experiences	 of	 ‘others’	 can	 come	 across	 as	 navel	 gazing,	 as	






writing	 like	 a	 ‘native	 informant’,	 providing	 a	 scope	 of	 material	 of	 possibility	 on	








to	 other	 Zimbabweans.	 One	 would	 expect	 that	 certain	 ease	 of	 access	 to	 allow	 a	
smoother	 transition	 into	 ‘intellectual’	 inquiry,	 yet	 this	 created	 an	 unease	 around	
broaching	the	element	of	turning	the	life	histories	and	experiences	of	people	mostly	
regarded	as	 friends	 into	 academic	 fodder.	Aspects	of	 Zimbabwean	 sociality,	which	
might	have	elicited	more	interest	from	the	‘outside’	possibly	eclipsed	me	as	taken	for	
granted,	ways	of	being	manifest	in	those	in	Britain,	as	they	are	in	me,	a	recent	arrival.	


























how	 difference	 exists	 simultaneously	 with	 continuity,	 and	 how	 meaning	 and	
representation	are	never	finished	or	completed,	but	are	also	transient.	I	have	thought	












provided	 an	 important	 foundation	 for	 understanding	 the	 complexities	 of	
(imm)mobility,	especially	in	relation	the	socio-political	and	economic	crisis	of	the	past	
decade	 and	 counting	 in	 Zimbabwe.	 Part	 of	 the	 present	 struggle,	 if	 it	 can	 be	
characterised	 as	 such,	 is	 how	 to	 begin	 or	 continue	 to	 theorise	 being	 Zimbabwean	
outside,	or	not	over-archingly	defined	by,	the	sensational	politics	that	have	relatively	
over-determined	Zimbabwean-ness,	hence	the	choice	of	music,	which	is	still	no	less	
political.	 This	 means	 drawing	 from	 work	 on	 other	 migrant	 communities	 (no	 use	




how	 music	 and	 musicking	 exist	 within,	 and	 can	 inherently	 cohere	 with	 politics,	
constitutes	 in	 this	 instance	 a	 rejection	 of	 an	 outside	 in	 itself.	 It	 caters	 more	 to	 a	













be	 responding	 to,	 resisting	 or	 acquiescing	 to	 these	 dominant	 modes	 of	 writing	
Zimbabwe.	I	am	arguing,	as	an	approximation	in	this	case,	for	a	messier	reading	of	the	
experience	of	the	Zimbabwean	elsewhere.	After	all,	as	an	act	of	foisting	ethnographic	
chronology,	 I	 am	 trying	 to	 make	 sense	 of	 an	 I,	 a	 me,	 an	 ‘auto’,	 in	 writing	 and	





section,	Why	 Don’t	 You	 Carve	 Other	 Animals	 is	 literal	 and	 also	 functioning	 as	 	 a	
metaphor	 that—in	 swimming	 these	 murky	 waters	 of	 re-presenting	 and	 retelling	
stories	 of	 fungible	 bodies—argues	 for	 the	 significance	 of	 telling	 varied	 and	
multifarious	stories	on	Zimbabwe	and	Zimbabweans	elsewhere,	of	 recognising	 the	
complexity	of	migrant	and	diasporic	existence	and	experience	in	ways	that	enable	one	





humanity,	 or	 the	 human.	 That	 is	 to	 say,	 despite	 how	 ‘being	 from	 elsewhere’	 can	
become	 overarching	 in	 hegemonic	 representations	 and	 understanding,	 living	
elsewhere	remains	that:	living.	One	way	for	me	to	attempt	to	tell	this	different	story,	









This	also	 sets	 the	 foundation	of	my	epistemological	 and	ontological	 conflicted	and	
contested	 positioning,	 as	 I	 elucidate	 later.	 My	 personal	 discomfort—especially	 in	
moments	 of	 recognising,	 in	 Fanonian	 terms	 (Gordon,	 2005,	 2007),	 highlights	 how	
such	bodies	 already	 exist	 as	 distorted	 through	 and	 in	 the	 (post)-colonial	 gaze—at	











In	 another	way,	 this	might	 be	 seen	 as	 a	 conversation	 about	methodology,	 access,	
subjectivities,	and	being	a	(black)	body	in-the-field.	This	field,	London,	and	this	field	
of	 the	 black	 body,	 and	 the	 other	 field,	 inte(r)llecting,	 in	 the	 Bourdieuan	 vein,	 in	
contested	ways,	for	the	apparent	accumulation	of	some	sort	of	capital,	that	should	be	
manifest	 in	 said	 coherence	 and	 argumentation	 of	 this	 work,	 as	 one	 instantiation.	
Mindful	of	the	complexities	of	the	field,	and	as	a	way	of	opening	(as	in	leaving	that	pot	









Zimbabwe,	and	a	shared	migrant	existence	 in	Britain.	This,	being	on	 the	 ‘inside’	of	
being	Zimbabwean	has	also	existed	around	the	grammars	of	relating	and	translating	



































on	 the	understanding	 and	 experience	 of	 being	Zimbabwe(an),	 and	being	 so	 in	 the	
elsewhere.	What	one	does	not	count	on	in	vouching	for	such	an	exorcism	is	the	many	










with	 Zimbabweans	 of	 different	 backgrounds	 and	 persuasions,	 the	 challenges	 of	












assume	 exists,	 that	 is	 Zimbabwe?	 Maybe	 one	 day,	 when	 I	 have	 mustered	 the	







whose	 feelings,	 fears,	 fathoms,	 which,	 if	 one	 remains	 in	 any	 way	 invested	 in	 the	





yet	 to	be	made,	 refastened,	or	unmade.	As	 a	 retelling	of	 ethnographic	 episodes,	 of	



































exploring	narratives	 that	not	only	give	 ‘voice	 to	 the	margins’	 in	 the	manner	of	 the	








often	 imbue	 the	 taken	 for	 granted	 ways	 in	 which	 ‘knowledge’	 as	 hegemonic	 is	
gathered,	 produced	 and	 circulated	 about	 Zimbabwe.	 This	 raises	 the	 ontological,	
epistemological,	and	ultimately	pedagogical	questions	(writing	and	existing	as	I	do	as	
a	product	of	such	pedagogical	systems),	some	of	which	I	come	back	to	in	the	sense-
making	 exercise	 of	 establishing	 legible	 ethnographic	 narratives	 (Mignolo,	 2011a,	
2011b;	Mignolo	&	Escobar,	2013;	Ndlovu-Gatsheni,	2013a,	2013b).	
	




that	 has	 historically	 shaped	 such	 relationships,	 and	 consequently	 the	writing	 and	
circulation	of	knowledge	about	them.	These	cartographies,	 that	map	socio-political	
and	economic	perceptions	and	realities,	are	often,	as	expected,	amenable	to	power-	




Related	 to	 this	 is	 the	 importance	 of	 decentering	 not	 just	 the	 colonial	 logic,	 the	
coloniality	of	knowing	and	being	known,	but	the	constitution	of	the	anthropological	





Whose	 writing,	 words,	 film,	 authority?	 Can	 I	 write	 myself,	 legitimately,	 into	 this	




of	 knowledge(s)	 is	 an	 ongoing	 conversation,	 animating	 work	 on	 decolonial	 theory	 and	 epistemic	
decentering.	













the	 century	 produced	 a	 politics,	 in	 Zimbabwe	 and	 the	 elsewhere,	 that	 became	
overarching	in	how	Zimbabwe	is	understood.	However,	as	I	refer	to	in	this	discussion,	
understanding	 these	 dominant	 narratives	 on	 Zimbabwe,	 and	 the	 experiences	 of	
Zimbabweans	 in	 the	 elsewhere,	 also	 demands	 a	 sort	 of	 historiography	 that	




















experiences	 I	 have	 with	 other	 Zimbabweans,	 as	 Zimbabwean,	 but	 as	 an	
acknowledgement	of	their	partiality,	something	I	also	reiterate	in	the	course	of	this	
dialogue.	 It	 is	 not	 a	 dismissal	 of	 the	 authorial	 voices	 of	 the	 already	multiple	ways	
Zimbabwe	has	been	written	about.	I	perceive	it	as	a	desire	to	engage	with,	yet	seeing	
outside	and	beyond	the	hegemony	of	the	post-2000	moment	and	its	binary	politics.	It	









My	 reference	 here	 to	 these	 Ds	 is	 also	 a	 nod	 to	 what	 I	 am	 calling	 the	 poverty	 of	
language,	and	how,	within	the	confines	of	a	time-bound	project,	the	close	attention	to	
the	grammars	of	translation	and	representation,	which	are	in	fact	a	lifetime’s	work,	













2000.	 The	 story,	 and	 ultimately	 multiple	 stories	 of	 Zimbabwe,	 and	 Zimbabwean	
bodies,	and	the	mobilities	thereof,	have	at	moments	been	overshadowed	by	the	dark	
clouds	 of	 political	 and	 economic	 decline,	 consequently	 producing	 narratives	 of	
abjection,	and	sometimes	a	concomitant,	fairly	simplified	echo		of	the	‘happy	native’,	
the	resilient	Zimbabwean	body,	victim	of	political	persecution,	migrant,	recipient	of	






in	Britain	predates	 the	attainment	of	official	 independence	and	existence	of	Zimbabwe	as	a	 state.	As	 is	
shown	in	the	narratives	of	some	of	the	Zimbabweans	in	this	work,	many	were	leaving	the	Rhodesian	state	
they	regarded	as	racist,	to	be	confronted	with	being	black	in	Britain.	One	then	has	to	be	careful	to	not	reduce	






















that	 affective	 life	 is	 always-already	 mediated;	 emergent	 from	 specific	 material	
arrangements	that	may	be	composed	of	all	manner	of	bits	and	pieces.	The	geographies	
of	affect	will	be	a	function	of	the	relational	configurations	that	object-targets,	bodily	
capacities	 or	 affective	 conditions	 are	 both	 a	 part	 of	 and	 emerge	 from	 (Anderson,	
2014).	 
	
In	 addition	 to	 pointing	 to	 the	 materiality	 and	 importance	 of	 affect,	 explicitly	
considered	 or	 as	 an	 underlying	 yet	 integral	 component	 of	 musicking,	 this	 also	
suggests	 to	 us	 the	 possibilities	 that	 place	 and	 space	 contain,	 as	 metaphors	 and	




and	 the	 dances	 they	 engage	 in	 place	 and	 space.	 Doreen	Massey	 does	 this	 well	 in	
arguing	 against	 limited	ways	 of	 conceptualising	 space	 and	 place,	 and	 the	 political	
orderings	 accompanying	 such	 (Massey,	 1994).	 In	 engaging	 with	 the	 relationships	
intertwining	musicking	to	home,	place,	space	and	belonging,	I	am	here	drawing	from	





encompasses	 conceptualisations	 of	 ‘homing	 desires’,	 aesthetics	 	 and	 radical	 re-
imaginings	of	(Zimbabwean)	blackness,	multiplicity	of	routes	and	roots,	the	refusal	to	






This	 pot	 of	 argumentation	 leaks.	 It	 will	 leak.	 It	 is	 meant	 to	 leak,	 not	 to	 contain	
observations	 and	 experience	 that	 defy	 containment.	 Those	 leaks	 can	 become	
















Utilising	musicking	as	a	 conceptual	vehicle	 is	 thus	not	meant	 to	 convey	any	 linear	
celebratory	motif,	or	evidence	of	resistance,	or	that	life,	after	all	does	go	on.	Life	does	
go	on,	and	the	ethnographic	moments	that	follow	are	all	of	these	things	enmeshed,	a	
mash	up	that	 is	constitutive	of	 the	various	facets	of	being	this	thing,	 this	body	and	
relationship	to	ideas	of	nationhood	and	belonging,	of	being	ensconced	in	history,	and	
the	 present,	 coevally,	 as	 Zimbabwean.	 It	 constitutes	 an	 effort	 to	 grapple	with	 the	
difficulties	 of	 being	 Zimbabwean,	 and	 researching	 oneself	 possibly	 as	 subject	 and	










the	 violence	 that	 Ndlovu-Gatsheni	 recognises	 as	 becoming	 a	 central	 aspect	 of	
organising	 Zimbabweans	 into	 a	 collectivity	 continues	 to	 exist	 in	 time	 and	 space	
unbounded;	 in	 this	 elsewhere,	 as	 migrant	 existence,	 because	 of	 the	 material	




on	Zimbabweans	 in	Britain	by	McGregor,	Mbiba	and	Pasura	 for	 instance	also	 finds	




Britain,	 have	 already	 been	 foregrounded	 by	 the	 events	 that	 have	 occurred	 in	
Zimbabwe	in	the	past	more	than	decade	and	a	half,	precisely	after	the	year	2000.	To	
this	effect,	I	have	started	with	the	socio-political	and	economic	crisis	in	Zimbabwe	by	
answering	 questions	 such	 as:	Why	 have	 Zimbabweans	 left	 and	 have	 continued	 to	
leave	the	country?	What	place	has	music	had—and	the	converse	(music	in	place,	place	
in	music)—historically	 and	 contemporaneously	 in	 the	 Zimbabwean	 socio-political	
landscape?	The	crisis,	especially	since	the	year	2000	and	land	reform,	is	foundational	
in	 informing	 the	 dominant	 understandings	 of	 Zimbabwean	 being.	 There	 is	 no	
available	reliable	sample	for	studying	Zimbabweans	in	the	UK.	Estimates	of	figures	
that	 are	 thrown	 around	 make	 it	 difficult	 to	 have	 a	 general	 quantitative	 grasp	 of	



















Rhodes	 riding	 in	 their	wagons	 into	what	 is	 now	Zimbabwe,	 or	 the	 settler	 colonial	
experience	 in	 itself.	 I	 am	 thinking	 here	 of	 the	 colonial	 encounter	 as	 an	 enduring	
moment,	 that	 carries	 itself,	 or	 rather,	 is	 carried,	 through	 to	 the	 present,	 both	
materially	and	in	other	discursive	forms—especially	in	how	it	becomes	instrumental	
in	both	the	early	and	later	mobilities	of	Zimbabweans	to	Britain	in	the	1970s	and	the	
anti/de-colonial	 movement,	 birthing	 decolonisation,	 as	 physical	 and	 conceptual	
promises.	The	colonial	encounter	as	framed	here	assists	understanding	that	Britain	
occupies	 a	 certain	 place	 and	 space	 in	 the	 socio-economic	 and	 political	 realities	 of	
Zimbabwe,	 as	 well	 as	 in	 the	 imaginary	 of	 both	 the	 fairly	 elite,	 and	 the	 precariat,	
informing	the	kinds	of	traces,	of	roots	and	routes,	that	shape	being	Zimbabwean	in	




in,	 in	 which	 Britain	 is	 already	 implicated.	 Claims	 to	 belonging	 and	 the	
















with	 in	London,	as	well	as	marking	 the	 temporal	aspects	of	how	relationships	and	










borders	 in	 their	 bodies,	 in	 practice,	 in	 how	 even	 musicking	 itself	 is	 policed	 and	
constrained.	Music,	in	a	sense,	is	the	soundtrack	to	the	conversations	I	engage,	in	what	
one	 Zimbabwean	 repeatedly	 called	 ‘acoustic-mology’	 (and	 that	 has	 been	 called	
elsewhere	 acoustemology)	 his	 version	 of	 a	 certain	 epistemological	 frame	 of	 my	
work—that	 exists	 despite,	 in	 the	 afro-pessimist	 positionings	 of	 Wilderson	 and	


























































Dawson	 makes	 similarly	 useful	 conceptions	 in	 his	 discussion	 of	 Linton	 Kwesi	
Johnson’s	(LKJ’s)	dub	poetry,	and	how	his	work	when	he	had	moved	to	Britain	focused	
on	issues	critical	to	young	black	people	born	and	living	in	Britain	(Dawson,	2006).	The	
song	 Inglan	 is	 a	 Bitch	 is	 an	 example	 of	 confronting	 the	 challenges	 of	 blackness	 in	
Britain.	LKJ’s	work	also	remained	steeped	in	transatlantic	traditions,	steeped	in	the	
development	of	his	dub	from	Jamaica,	as	well	as	his	involvement	in	the	West	Indian	








has	 been	 a	 crucial	 vehicle	 of	 channelling	 and	 (re)presenting	 cosmopolitanisms	 of	
Britain’s	diasporic	populations.	In	addition,	the	Carnival,	as	Dawson	elaborates,	was,	












































































a	 recognition	 of	 the	 commodification	 and	 massification	 of	 music,	 or	 in	 cognitive	
aspects,	 but	 rather	 the	 social	 and	 perceived	 aspects,	 which	 can	 be	 construed	 as	
cognitive	only	to	the	extent	that	participants	express	their	thoughts	and	opinions,	and	
that	music	comes	to	affect	and	be	affected	by	dislocation	and	the	mythic	imaginings	

































































































Zimbabwean	migrants	 themselves.	 One	 can	 then	 explore,	 for	 instance,	 how	music	
establishes	feelings	of	belonging,	safety,	community,	in	place	and	space.	
	
Music,	 as	 performance,	 a	 vehicle,	 a	 platform,	 a	 process,	 as	 well	 as	 a	 product	 and	
commodity,	 among	other	 things,	 also	has	 the	productive	possibilities	of	mediating	
transnational	relationships	that	can	connect	Zimbabwean	migrants	to	each	other,	as	


















musical	 transnationality	 in	ways	 that	were	 obviously	different	 before.	 The	 case	 of	
Assyrians	in	Sweden,	however,	also	points	to	the	peculiarities	of	each	context,	and	is	
a	constant	reminder	that,	although	I	may	draw	from	different	examples	in	making	the	













the	 1990s,	 especially	 in	 Germany.	 In	 Berlin	 alone	 there	 are	 seven	 private	 Turkish	













notes	 this	 in	 festival	 music	 practices	 of	 Chinese	 immigrants	 in	 Rangoon,	 Burma.	
Chinese	immigrants	engage	in	musical	construction	of	Chinatown,	and	the	existence	
of	micro-musics	within	 the	Chinese	community	 (Lu,	2011).	This	element	of	micro-
musics	 is	 relevant	 to	 the	 heterogeneity	 of	 migrant	 populations,	 and	 the	




ethnicity.	 The	 fractures	 of	 the	 Zimbabwean	 diaspora	will	 be	 explored	 later	 in	 the	
conversation,	 and	 the	 different	 musical	 leanings	 are	 apparent	 in	 the	 preferences,	
especially	when	it	comes	to	perceptions	on	secular	and	religious	music.	
	







place	 by	 advancing	 that	music	 is	 clearly	 very	much	 a	 part	 of	modern	 life	 and	 our	
understanding	of	 it,	articulating	our	knowledge	of	other	peoples,	places,	 times	and	
things,	 and	 ourselves	 in	 relation	 to	 them	 (Stokes,	 1994).	 The	 salience	 of	 music	
contemporaneously	is	also	amplified	by	cosmopolitan	and	metropolitan	existence,	in	
which	music	becomes	 important	 in	how	we	locate,	and	 in	the	context	of	migrancy,	
relocate,	 ourselves.	 Stokes	 continues,	 emphasising	 that	 the	 places	 constructed	
through	music	involve	notions	of	difference	and	social	boundaries.	Music	is	socially	







I	 agree,	 although	 I	 do	 not	 focus	 on	 ethnicity	 as	 Stokes	 (1994,	 2004),	 that	 music,	
musical	production	and	performance,	as	well	as	the	acts	of	listening,	dancing,	arguing,	
discussing,	 thinking	 and	writing	music	 provide	 the	means	 by	 which	 Zimbabwean	
migrant	 identities	 are	 (re)constructed	 and	 mobilised.	 As	 Shelemay	 posits,	 music	
travels	 geographically,	 linking	 soundscapes	within	 and	 across	 isolated	 locales	 and	
large	urban	centres.	Instruments	that	are	markers	of	ethnic	and	national	identity	can	









transmission.	 Through	 the	 performance	 of	 this	 music,	 and	 its	 online	 presence,	 a	
duality	 appears,	 with	 the	 distinctiveness	 of	 Jewish	 culture	 and	 identity	 versus	
interaction	with	communities	within	which	Jews	in	Europe	exist.	This	culminates	in	
musical	geographies	of	in-betweenness,	where	music	and	musical	performance	can	
be	 forms	 of	 belonging	 and	 (un)belonging	 simultaneously.	 Bohlman’s	 example	
provides	an	 illustration	of	 the	complexities	 that	 I	engage	with,	albeit	 in	a	different	




that	 the	 exchange	of	 social	 and	 (sub-)cultural	 capital	 is	 important,	 not	 only	 in	 the	
making	of	music,	but	also	in	the	consumption	of	music	(Leyshon,	Matless,	&	Revill,	
1998).	 As	 well	 as	 providing	 an	 avenue	 for	 negotiating	 migrant	 identity,	 evoking	
memories	 of	 home,	 amongst	 other	 things,	music	 can	 also	 become	 the	 site	 for	 the	








Another	 poignant	 example	 of	 music,	 place-making	 and	 identity	 negotiation	 is	
provided	by	Sarah	Cohen	who	argues	that	the	consumption	and	production	of	music	





point	by	adding	 that	 the	musical	practices	 and	 interactions	of	 the	 immigrant	 Jews	
helped	to	define	and	shape	the	particular	geographical	and	material	space	within	the	








and	 space,	 utilise	 places	 as	well	 as	 express	 perceptions	 of	 physical	 and	 structural	
exclusion	 or	 inclusion.	 The	 transnational	 nature	 of	 the	 music	 itself	 speaks	 to	 the	
spaces	and	places	occupied	beyond	those	which	the	music	is	produced	or	performed.	
Wheeler	recognises	 the	mutually	constitutive	dynamic	and	dialogical	nature	of	 the	










dominantly	 male,	 Las	 Krudas,	 as	 Armstead	 argues,	 demand	 moving	 beyond	








This	 is	 an	 effort	 at	 exploring	 the	 multiple	 binds	 of	 dislocation,	 where	 Wala,	 for	
instance,	 ran	 the	 Limpopo	 Club10 	for	 years	 at	 the	 Africa	 Centre,	 and	 has	 had	 to	
navigate	 an	 increasingly	hostile	 and	 competitive	musical	 space,	 in	which	 a	 certain	
commercial	 logic	 predominates.	 These	 changes	 are	 what,	 according	 to	 the	 older	
Zimbabweans,	have	established	Sanganai	as	an	important	rallying	place,	as	previous	
place	 Zimbabweans	would	 historically	met	 have	 changed	 use,	 or	 been	 sold	 to	 the	




each	weekend	 at	 the	 Zimbabwe	 Vigil,	 as	 a	 demonstration	 against	 Robert	Mugabe,	
ZANU	(PF)	and	human	rights	abuses,	whilst	also	performing	their	precarity	as	a	way	
of	 possibly	 legitimating	 asylum	 claims,	 existence	 and	 belonging	 and	 Britain.	
Sometimes	 it	 seems	 to	 invite	a	 caricature	of	 itself,	 and	 the	bodies	 involved,	 in	 this	
performance	 of	migrant	 precarity	 and	 the	 search	 for	 acceptance	 and	 belonging.	 It	
becomes	 a	 reminder,	 to	 borrow	 Achille	 Mbembe’s	 words	 from	 his	 exploration	 of	






has	 been	 perceived	 as	 an	 anchor	 in	 times	 of	 precarity,	 recreating	 a	 sense	 of	




























The	 rise	 of	 the	 gospel	 collective,	 a	 mimicry	 of	 American	 Pentecostal	 choirs	 and	
musical	 collectives,	 has	 also	 seen	 several	 Zimbabwean	bands	 touring	 the	UK.	This	
music	locates	itself	as	part	of	the	transnational	circulation	of	Zimbabwean	music	as	
these	bands	tour	different	countries,	as	well	as	inserting	the	Zimbabwean	diaspora	
into	a	 religious	cosmopolitanism	 in	which	 the	bands	can	do	renditions	of	 songs	of	
Hillsong,	and	other	religious	groups.	
	










Having	 looked	at	 the	general	 framing	of	 this	study	around	music	and	Zimbabwean	
presence	in	Britain,	this	background	locates	the	search	for	the	elsewhere,	an	escape,	
and	 the	 accompanying	 forms	 of	 mobility,	 as	 part	 of	 (though	 not	 necessarily	
originating	from)	the	socioeconomic	and	political	crisis	that	has	riddled	Zimbabwe	










consequently	 its	 routes	 that	 shaped	 how	 Zimbabweans	 take	 to	 musicking	 in	 this	
elsewhere.	 It	 is	 the	 situation	 in	 Zimbabwe	 that,	 to	 paraphrase	 Saidiya	 Hartman,	
creates	scenes	of	abjection	(Hartman,	1997)	and	is	a	forerunner	to	the	conditions	that	













Rhodesian	 regime	as	what	 then	passed	 for	decolonisation	had	already	been	underway	 in	other	parts	of	











Zimbabwe	 imagined	 at	 the	 point	 of	 departure,	 and	 in	 the	 present.	 Those	who	 left	
Rhodesia,	like	Wala,	relate	in	generative	ways	to	a	particular	diaspora	politics	shaped	
by	 the	 temporal	 and	 spatial	 dynamics	 of	 the	 moments	 of	 their	 mobility	 and	
‘settlement’	in	Britain.	On	the	other	end,	those	like	Catherine	who	left	the	Zimbabwe	
characterised	by	the	challenges	I	refer	to	below	negotiate	being	Zimbabwean	with	an	
imaginary	of	home	 that	 is	different.	The	 convergences	 and	divergences	 emanating	






Like	 many	 other	 former	 ‘colonial	 subjects’	 in	 the	 way	 Brah	 characterises	 them,	





The	 transition	 into	Zimbabwe,	 from	colonial	Rhodesia,	witnessed	 the	departure	of	
many	 white	 Zimbabweans—especially	 for	 South	 Africa—some	 coming	 to	 Britain.	
Rhodesia	 had	 already	pushed	many	black	 bodies	 into	 the	 elsewhere	 of	 exile,	with	
many	coming	to	London	as	refugees	and	students.	Amongst	those	to	leave	Rhodesia	




































the	 1980s	 had	 already	 started	 manifesting	 problems	 in	 Zimbabwe’s	 political	
landscape.	 There	 were	 early	 signs	 of	 decadence	 and	 autocracy.	 For	 instance,	 the	
Matebeleland	 region	 witnessed	 atrocities	 that	 have	 been	 equated	 with	 genocide,	
where	 most	 Ndebele	 ‘dissidents’,	 which	 unfortunately	 also	 included	 innocent	
civilians,	 were	 massacred	 in	 quelling	 what	 was	 regarded	 as	 a	 civil	 and	 military	
rebellion	(Sithole,	1997).	These	atrocities	continue	to	shape	the	Zimbabwean	political	






















repression	of	 the	media,	 and	Geoffrey	Nyarota,	who	at	 that	 time	was	editor	of	 the	
newspaper	that	broke	the	Willowgate	scandal,	The	Chronicle,	and	his	deputy	editor	
were	 fired.	 	 The	 posts	 were	 shifted,	 ostensibly	 to	 remove	 some	 dissenters	 and	






as	 the	 bourgeois	 nationalist	 elite	 concretised	 its	 position	 and	 sought	 to	 cultivate	
loyalties	 amongst	 ‘comrades’.	 Michael	 Bratton	 and	 Nicolas	 Van	 de	Walle	 describe	
neopatrimonialism	 as	 consisting	 of	 relationships	 of	 loyalty	 and	 dependence	 that	
pervade	 a	 formal	 political	 and	 administrative	 system,	 in	 which	 leaders	 occupy	
bureaucratic	offices	 less	 to	perform	public	service	than	to	acquire	personal	wealth	
and	 status	 (Bratton	 &	 Van	 de	 Walle,	 1994).	 Einar	 Braathen	 compared	 the	
telecommunications	 sectors	 in	 Zimbabwe	 and	 Mozambique,	 and	 concluded	 that	
neopatrimonialism	 in	 Zimbabwean	 institutions	 had	 hampered	 technological	
development	(Braathen,	2004).	State	resources	were	in	many	other	ways	channelled	
for	entrenching	patron-client	relations	that	developed	in	bureaucratic	organisations	








where	 the	Zimbabwean	dollar	 fell	drastically	on	 the	money	market	against	 the	US	
dollar.	Among	the	factors	that	contributed	to	precipitate	the	economic	crisis	were	the	
huge	 payouts	 made	 by	 the	 Zimbabwean	 government	 to	 war	 veterans,	 a	 decision	
regarded	 as	more	political	 than	 economic,	 though	 the	 consequences	 encompassed	
both	 areas	 (Kairiza,	 2009).	 A	 Zimbabwean	 army	 contingent	 was	 also	 sent	 to	 the	
Democratic	 Republic	 of	 Congo	 (DRC)	 that	 same	 year,	 another	 decision	 widely	
regarded	in	the	same	manner	as	the	payouts	to	‘war	veterans’.	It	has	also	been	noted	
how	this	excursion	into	the	DRC	meant	a	diversion	of	much	needed	fuel	and	foreign	
exchange,	precipitating	 the	economic	decline	 that	had	already	begun	 in	Zimbabwe	
(Nest,	2001;	Power,	2003).	
	
The	 following	 two	 years	 saw	an	 escalation	 in	 popular	 disenchantment	with	 ZANU	
(PF),	culminating	 in	 food	riots,	and	the	consequent	 formation	of	 the	Movement	for	




Exactly	twenty	years	after	 independence,	 the	country	 found	itself	 in	the	midst	of	a	
crisis	fomented	by	the	forcible	removal	of	white	farmers	in	what	was	termed	the	Fast	
Track	 Land	 Resettlement	 Programme.	 Alois	 Mlambo,	 Maurice	 Vambe	 and	 Abebe	
Zegeye	 note	 that	 starting	 in	 2000	 Zimbabwe	 plunged	 into	 deeper	 crisis	when	 the	





compensation.	 Sachikonye	 acknowledges	 that	 elements	 of	 orchestration,	 coercion	
and	 violence	 were	 present	 in	 the	 initial	 phases	 of	 the	 ‘programme’	 (Sachikonye,	
2003).	The	discourse	around	land	invasions,	occupations	and	redistributions	ushered	
Zimbabwe	 into	 a	 state	 of	 soured	 relations	 with	 the	 ‘West’,	 particularly	 Britain,	








‘Sanctions’	 have	 been	 viewed	differently,	with	 certain	 quarters	 claiming	 that	 their	
effects	have	been	limited	as	they	are	targeted,	and	others	arguing	that	sanctions	have	
worsened	 the	 crisis.	 Sam	 Moyo	 and	 Paris	 Yeros	 looking	 at	 land	 reform	 and	 its	
relationship	to	a	global	imperialism,	are	of	the	view	that	the	effects	of	political	and	
economic	sanctions	alone,	both	formal	and	informal,	have	been	grave.	They	note	how	
the	United	 States	 of	 America	 passed	 the	 Zimbabwe	Democracy	 and	 Recovery	 Act,	
which	opposed	lending	and	debt	cancellation	to	Zimbabwe.	Combined	with	European	
Union	 sanctions,	 a	 negative	 image	 of	 Zimbabwe	 has	 predominated	 and,	 as	 noted	








follow	 in	 2002.	 Ian	 Phimister	 and	Brian	Raftopolous	 commented	 that	 the	 internal	
political	 climate	 turned	 hostile,	 with	 the	 party	 that	 had	 ruled	 Zimbabwe	 since	
independence,	Zanu	(PF),	and	its	President	Robert	Mugabe,	 facing	the	prospects	of	
loss	of	power.	Political	hostilities	engendered	violence	and	victimisation,	entrenched	
patron-client	 relations,	 and	 led	 to	 further	 socio-economic	 demise	 (Phimister	 &	
Raftopoulos,	2007).	
	




Morgan	 Tsvangirai,	 wrote	 in	 2003	 that	 the	 militarisation	 of	 politics	 was	 now	
complete,	 and	 any	 pretence	 to	 democratic	 politics	 had	 been	 effectively	 subverted	
through	systematic	state	sponsored	violence.	Alexander	and	Tendi,	in	their	discussion	










retain	 the	 power	 that	 was	 slipping	 out	 of	 its	 hands.	 Widespread	 violence	 was	
reported,	and	people	were	internally	displaced	as	they	moved	away	from	the	“hot”	
regions	where	the	violence	and	intimidation	were	most	rife.	This	has	been	described	




Confronted	with	 such	violence,	most	political	 activists	belonging	 to	 the	opposition	
and	civil	society	were	forced	to	go	into	hiding	or	to	flee	the	country,	fearing	for	their	
lives.	 Young	 people	 were	 at	 the	 epicentre	 of	 the	 violence,	 both	 as	 victims	 and	
perpetrators	on	both	sides	of	the	political	divide,	resulting	in	them	joining	the	train	of	













in	a	nation	 that	 is	deteriorating	on	every	parameter.	The	vast	majority	of	 this	 age	
group	has	no	 formal	employment	and	no	possibility	of	obtaining	employment,	and	
has	been	the	group	most	easily	won	over	by	the	opposition	(Solidarity	Peace	Trust,	
















life	 the	 Zimbabwean	 environment	was	 increasingly	 failing	 to	 offer.	 The	 elsewhere	
offered	the	promise	of	safety	 from	the	violence	and	victimisation	that	many	young	
Zimbabweans	faced	in	Zimbabwe.	Whether	the	promise	is	realised	or	not	depends	on	
their	 positionality	 and	 other	 uncertainties	 that	 the	migratory	 landscape	 is	 fraught	
with,	Britain	included.	
	
The	 political	 and	 economic	 elements	 in	 Zimbabwe	during	 the	 period	 combined	 to	
carve	 unpleasant	 economic	 realities	 for	 Zimbabweans.	 Patrick	 Bond	 argues	 that	
Zimbabwe’s	economic	demise	cannot	be	attributed	to	any	simplistic,	unilinear	causal	
factors,	 and	 he	 traces	 the	 economic	 problems	 from	 the	 time	 of	 the	 Economic	



















to	 over	 75%	 in	 1999	 (Sachikonye,	 2002).	 Gross	 economic	 mismanagement,	















2009).	 The	 collapse	 of	 the	 formal	 economic	 system	 also	 gave	 birth	 to	 a	 thriving	
parallel	market	for	cash,	local	and	foreign	currency	and	for	even	the	basic	necessities	
such	 as	 bread,	 milk,	 sugar	 and	 fuel.	 With	 exorbitant	 prices,	 this	 black	 market	
exacerbated	 hunger	 and	 poverty,	 whilst	 enriching	 the	 few	who	 had	 access	 to	 the	
necessities	(Mawowa	&	Matongo,	2010).	
	
	The	 value	 of	 foreign	 currency	 on	 the	 black	market	 became	 an	 allure	 to	 leave	 the	
country	 and	 send	 remittances	 back	 home,	 which	 could	 then	 be	 used	 to	 buy	 local	
currency.	 It	 must	 be	 noted	 however	 that	 the	 economic	 situation	 had	 relatively	
stabilised	since	the	introduction	of	a	multicurrency	system	that	had	brought	in	new	












Information	 and	 Protection	 of	 Privacy	 Act	 (Mbanga,	 2008;	 Mukasa,	 2003),	 some	
Zimbabweans	had	and	still	have	access	to	global	images	of	the	elsewhere,	especially	
with	the	rise	in	free	ownership	of	satellite	dishes	to	air	television.	The	discrepancy	
between	 the	 realities	 presented	 in	 the	 media	 from	 other	 countries	 and	 the	 dire	
realities	 that	 Zimbabweans	 face	 in	 this	 economic	 quagmire	 continue	 to	 breed	





only	 solution	 to	 an	 economic	 situation	 that	 has	 depleted	 access	 to	 an	 increasing	




dignity	 and	 (material)	 success	 of	 which	 Zimbabwe	 has	 been	 deprived.	 Leaving	
Zimbabwe	 became	 and	 remains	 in	 many	 ways	 a	 survival	 strategy;	 an	 avenue	 to	
inhabiting	foreign	spaces	and	the	sanctuary	they	are	imagined	to	offer.	
	
Zimbabweans	have	 left	 en	masse,	because	 they	have	been	deprived	of	many	basic	
necessities,	 material	 and	 non-material.	 They	 have	 sought	 better	 enterprise	 and	 a	
more	 economically	 stable	 and	 reasonably	 predictable	 environment.	 James	
Muzondidya	observes	that	post-2000,	many	Zimbabweans	have	been	forced	to	leave	
the	 country	 because	 their	 livelihoods	 were	 destroyed	 or	 threatened	 by	 the	
deteriorating	economic	and	social	conditions	(Muzondidya,	2010).	Miriam	Grant,	in	




others	 found	 themselves,	 plays	 a	 crucial	 role	 in	 determining	 migratory	 patterns	
(Grant,	2003).	
	






hands	 of	 local	 mismanagement	 and	 misappropriation.	 The	 education	 sector	 has	
suffered	as	teachers	and	lecturers	have	left	for	other	countries	throughout	Southern	
Africa	and	other	parts	of	 the	world,	 threatening	Zimbabwe’s	high	 literacy	rate	and	
students’	 futures.	 There	 have	 been	 cases	 of	 constant	 job	 actions	 and	 serious	
absenteeism	 as	 people	 focus	 on	 survival	 strategies.	 Tapiwa	 Chagonda	 argues	 that	
since	the	year	2000,	over	45,000	teachers	have	quit	the	profession	and	sought	better	
fortunes	 in	 the	 diaspora.	 Consequently,	 particularly	 in	 tertiary	 education,	
Zimbabweans	have	left	the	country	to	pursue	their	higher	education	in	countries	they	
regard	 as	 having	 better	 educational	 resources	 and	 standards	 (Chagonda,	 2010;	
Mpondi,	2009).	This	has	 resulted	 in	a	huge	contingent	of	Zimbabwean	students	 in	
South	African	universities,	for	example,	contributing	to	the	Zimbabwean	presence	in	
South	 Africa.	 Tara	 Polzer	 mentions	 that	 it	 is	 estimated	 that	 the	 number	 of	
Zimbabweans	in	South	Africa	ranges	from	one	million	to	five	million,	varying	greatly	
because	of	undocumented	migrants	(Polzer,	2008).	Among	these	are	many	teachers,	
academic	 and	 students.	 Similarly,	 a	 lot	 of	 Zimbabweans	 are	 to	 be	 found	 in	 UK	
universities,	 both	 as	 staff	 and	 students.	 At	 this	 level,	 opportunity,	 socio-economic	
class	and	the	knowledge	economy	seem	to	have	a	large	part	in	shaping	the	mobilities	





the	 continued	deterioration	of	 the	Zimbabwean	health	 system,	where	doctors	 and	
nurses	continue	leaving	for	better	working	conditions	abroad	(Kapp,	2009).	Chikanda	
supports	 this	 view,	 pointing	 out	 that	 health	 workers	 have	 suffered	 poor	 job	
satisfaction,	low	morale,	and	poor	salaries,	resulting	in	the	medical	brain	drain	that	















and	 survival	 strategies	 for	 many	 urban	 dwellers.	 Amanda	 Hammar	 explores	 the	
manner	 in	 which	 violent	 displacement	 has	 been	 implicated	 in,	 and	 produced	 by,	
assertions	 of	 sovereignty	 and	 processes	 of	 state-making	 in	 post-independence	
Zimbabwe.	 She	 gives	 Operation	 Murambatsvina	 as	 an	 example	 of	 state-induced,	
deliberate	 displacement	 (Hammar,	 2008).	 In	 buttressing	 the	 precarious	 nature	 of	
urban	 spaces,	 Morreira	 (ibid)	 presents	 an	 argument	 about	 the	 transformation	 of	



















urban	 areas	 its	major	 focus	 (Raftopoulos,	 2006).	Urbanity	 in	 Zimbabwe	no	 longer	
holds	 the	potential	 for	 progress,	 hence	 the	need	 for	 innovation	 and	mobility.	 This	
mobility,	however,	can	no	longer	be	just	internal,	such	as	rural-urban,	or	in	the	form	
of	return	internal	migration,	as	none	of	the	spaces	in	Zimbabwe	provide	the	sanctuary	








Coltart,	 a	 former	 Rhodesian	 conscript,	 who	 was	 in	 government	 as	 an	 opposition	
official	for	a	while,	forwards	that	the	human	cost	of	the	Zimbabwean	crisis	has	been	
catastrophic,	 with	 over	 an	 estimated	 three	million	 Zimbabweans	 fleeing	 to	 South	
Africa	alone,	and	thousands	more	to	the	UK	(Coltart,	2008).	Since	the	inception	of	the	
unity	 government	 in	 2009,	 there	were	 expectations	 that	 there	will	 be	 changes	 in	
migratory	 patterns,	 but	 as	 the	 situation	 in	 Zimbabwe	 remains	 unstable,	 neither	




traditional	 migration	 scholarship,	 the	 push	 factors	 why	 Zimbabweans	 have	 been	
‘dispersed’,	 to	 become	 an	 emergent	 diaspora.	 Together	 with	 these	 factors,	 I	 have	
made	reference	to	the	historical	relationship	that,	at	least	in	the	bounded	imaginaries	
of	geography,	statehood	and	contemporary	mobilities,	finds	parts	of	its	originary	in	






of	 the	 milieu	 that	 generates	 the	 kinds	 of	 movements	 eventuating	 in	 both	 the	








































































Music	 has	 characterised	 certain	 transitions	 in	 Zimbabwe,	 and	 Thomas	 Mapfumo	
provides	an	important	illustration.	From	singing	in	support	of	the	Chimurenga13	war	
effort,	 to	 corruption	 and	 to	 eventually	 self-imposed	 exile	 after	 criticising	 the	
government	 on	 numerous	 fronts.	 The	 music	 and	 exile	 of	 Thomas	 Mapfumo	
exemplifies	 the	 socio-political	 and	economic	 transformation	of	 Zimbabwe,	 and	 the	
shifting	place	of	music	in	the	country	and	its	elsewhere.	His	music	transitioned	from	
songs	such	as	‘Zimbabwe-Mozambique’	and	‘Pfumvu	Paruzevha’,	to	‘Corruption’,	and	

















songs	 that	 Zimbabweans	 in	 Britain	 travel	 with,	 dance	 and	 listen	 to,	 becoming	
pathways	to	the	reconstructions	of	home	and	memory	outside	the	frames	of	polarised	































full-time	professional	 careers	 (Thomas	Turino,	 2000).	 For	many,	music	 and	dance	
were	aspects	of	participatory	occasions	that	were	part	of	sociability	and	spirituality	
itself.	 In	 arguing	 for	 an	 understanding	 of	 nationalism	 and	 cosmopolitanism	 in	
Zimbabwean	 urban	 music,	 Turino’s	 contention	 is	 that	 cosmopolitan	 cultural	
formations	are	composites	of	multiple	sites	and	their	contributions.	Yet	cosmopolitan	
formations	are	also	usually	more	heavily	influenced	by	certain	particularly	powerful	




Turino	 adds	 that,	 as	 suggested	 by	many	 writers,	 cosmopolitanism	 is	 not	 uniform	
across	different	places,	and	it	is	not	a	unitary	phenomenon.	James	Clifford's	idea	of	
discrepant	 cosmopolitanisms	 certainly	points	 in	 this	direction	 (McCann	&	Clifford,	
2014).	 Different	 cosmopolitan	 formations	 of	 varied	 size	 and	 global	 influence	 and	
power	may	coexist	and	produce	varying	forms	of	sociality.	This	argument	becomes	
particularly	important	in	the	recognition	that	cosmopolitanism	begins	at	‘home’,	here	
home	 being	 ‘place	 of	 origin’,	 or	 departure—Zimbabwe.	 Here	 again,	 the	 received	
categories	of	place	and	boundary	that	inform	the	understanding	of	Zimbabwe	come	
into	relief.	The	cosmopolitan	articulations	are	in	this	vein	not	necessarily	just	between	




























indirect	 references	 to	socio-political	 issues	songs	 in	Shona.	 	For	 instance,	 the	song	
‘Magumo’	 is	 regarded	as	a	warning	against	 the	excesses	of	power	and	money,	and	
‘Bvuma/Wasakara’	as	a	subtle	dig	at	Robert	Mugabe,	telling	him	he	is	now	too	old	and	
should	 leave	 power.	Mtukudzi	 himself	 has	 not	 admitted	 to	 any	 of	 this.	 His	 earlier	
songs,	 especially	 early	 post-independence,	 however,	 had	 clear	 political	 messages,	
much	like	many	other	songs	by	artists	who	were	celebrating	the	formative	stages	and	
the	nascent	promise	of	 independent	Zimbabwe.	The	 social	 and	political	 valency	of	






history	 of	 anti-colonial	 resistance	 and	 loss,	 to	 the	 struggle	 of	 post-colonial	 nation	





at	 Zimbabwe’s	 independence	 celebrations,	 Chikowero	 discusses	 how	 Zimbabwean	
musicians	 embraced	 independence	 and	 the	 end	 of	 colonialism	 (Moses	 Chikowero,	
2008),	with	songs	by	the	Four	Brothers	like	‘Makorokoto’,	Marshall	Munhumumwe	
performing	in	Britain	and	bands	like	the	Chimbetu	brothers	who	called	themselves	













hosting	 of	biras	or	 national	 galas,	 all	 night	musical	 events	 that	were	 officious	 and	
celebrated	different	nationalist	holidays,	which	have	also	been	argued	as	 forms	of	
cultural	 nationalism.	 (Ndlovu-Gatsheni	 &	 Willems,	 2009)	 (Muchemwa,	 2010;	
Willems,	 2013).	 Bere	 has	 focused	 on	 what	 has	 been	 termed	 in	 Zimbabwe	 ‘urban	
grooves’		a	genre	that	incorporates	elements	of	local	and	global	popular	music	(Chari,	
2009)	and	how	it	was	co-opted	by	the	Zimbabwean	state	to	be	part	of	a	nationalist	
discourse,	especially	post	 the	 fast	 land	reform	programme	 in	 the	year	2000	(Bere,	




where	 politicians	 would	 make	 speeches,	 and	 Zimbabwe’s	 political	 heritage	 re-





































































































































































certain	 historical	 episode,	 it	 is	 also	 useful	 as	 an	 ironic	 counterpoint	 that	 continues	 to	 run	 through	 the	









functioned	 as	 major	 destinations	 for	 both	 national	 and	 international	 migration	




From	 the	 dominant	 narratives	 and	 my	 experiences	 in	 London	 with	 different	
Zimbabweans	 it	 is	 clear	 that	 the	 post-2000	 phase	 gave	 new	 impetus	 to	 the	
understandings	 of	 being	 Zimbabwean	 in	 Britain,	 and	 to	 the	 still	 emergent	
generational	relationships	that	Zimbabweans	who	came	to	Britain	before	2000	and	
those	who	came	afterwards	have,	with	Zimbabwe,	Britain,	and	each	other.	This	also	
brings	 into	 relief	 the	 kinds	 of	 transnational	 and	 diasporic	music	 connections	 that	









modes	 of	 capital,	 as	 well	 as	 cultural	 production	 that	 obtained	 from	 colonialism	
created	relations	of	being	and	becoming	in	which	the	modes	of	cultural	production	in	
many	 African	 countries	 followed,	 or	 rather	 mimicked,	 in	 the	 manner	 of	 their	
economies,	what	the	erstwhile	former	colonisers	manifested.	Such	articulation	also	





history	 that	 the	 two	 countries	 share	 (Pasura,	 2010).	 Mbiba	 has	 argued	 that	 the	










during	 the	 Gukurahundi	massacres	 of	 the	mid-1980s,	 when	Ndebele	 people	were	
forced	to	flee	the	country.	The	third	and	most	recent	wave,	post-2000,	 is	what	has	









A	different	 conceptualisation	of	 the	phases	of	migration	 is	 offered	by	Pasura,	who	
proposes	five	phases	of	Zimbabwean	migration,	from	1960	(Pasura,	2014).	He	argues	
that	 the	 first	 phase	 was	 the	 migration	 of	 political	 exiles	 within	 the	 context	 of	














Bloch	 has	 indicated	 that	 there	 is	 no	 sampling	 frame	 for	 Zimbabweans	 in	 the	 UK,	





notes	 that	 historically,	 Zimbabweans	 clustered	 in	 a	 few	 towns	 and	 cities	 (Bloch,	
2008).	The	introduction	in	the	year	2000	of	the	policy	of	dispersal	of	asylum	seekers	
who	 arrived	 and	 needed	 help	 with	 accommodation	 resulted	 in	 a	 much	 greater	
geographical	spread.	At	the	time	of	the	survey,	46	per	cent	of	respondents	were	living	
in	 London.	 Bloch	 adds	 that	 the	 Home	 Office	 skills	 audit,	 the	 majority	 of	
Zimbabweans—92	per	 cent—arrived	 in	 the	UK	with	a	qualification	and	 there	was	
little	difference	between	men	and	women.	Mbiba	points	out	the	dispersed	nature	of	
Zimbabwean	 migrants,	 mentioning	 that,	 unlike	 some	 immigrant	 communities	
concentrated	 in	 specific	 regions	 and	 inner	 city	 areas	 of	 large	 cities,	 Zimbabweans	
appear	in	every	corner	of	the	UK.	Settlement	in	a	particular	place	appears	to	depend	




The	 reiteration	 of	 reasons	 cited	 for	 leaving	 Zimbabwe	 by	 participants	 in	 Bloch’s	
survey	related	mostly	to	the	political	and	economic	situation,	highlighting	how	salient	
this	was	 as	 a	motivating	 factor.	 Zimbabweans	 in	 the	UK	have	 active	 transnational	
lives,	 especially	 because	 of	 migration	 as	 a	 survival	 strategy	 for	 households-	
remittances,	 prospective	 immigrants,	 transnational	 political	 activities.	 Pasura	 has	
argued	 that	 there	 is	 sufficient	 evidence	 to	 suggest	 that	 Zimbabweans	 in	 Britain	
display	most	of	 the	features	commonly	ascribed	to	a	diaspora	such	as:	 involuntary	
and	voluntary	dispersion	of	the	population	from	the	homeland;	settlement	in	foreign	
territories	 and	 uneasy	 relationship	 with	 the	 host	 land;	 strong	 attachment	 and	
connection	 to	 the	 original	 homeland;	 and	 the	 maintenance	 of	 distinct	 diasporic	
identities	(Pasura,	2010).	
	




2005).	 Diaspora	 and	 transnationalism,	 however,	 remain	 useful	 concepts	 and	
referential	nodes	in	making	excursions	into	the	world	of	Zimbabweans	in	Britain.	The	








migrants	 can	 as	 much	 be	 transnational	 as	 they	 are	 (not)	 part	 of	 any	 localised	
community	or	diaspora.	Being	one	does	not	necessarily	translate	into	the	other.	As	far	











At	 the	heart	of	 the	notion	of	diaspora,	Brah	advances,	 is	 the	 image	of	 the	 journey,	
resulting	 in	 settling	 elsewhere.	 Consequently,	 diasporas	 must	 be	 historicised	 to	
explore	who	travels,	when,	how	and	under	what	circumstances.	The	circumstances	of	
leaving	are	as	significant	as	those	of	arrival	and	settlement	(Brah,	2005).	In	this	sense,	
then,	 diaspora	 also	 concerns	 the	 historically	 variable	 forms	 of	 relationality,	
encompassing	 multiple	 journeys	 and	 a	 confluence	 of	 narratives.	 Diaspora	 also	
suggests	a	subtext	of	home,	placing	the	discourse	of	home	and	dispersion	in	creative	
tension,	 inscribing	 a	 homing	 desire	whilst	 simultaneously	 critiquing	 discourses	 of	
fixed	 origins.	 Exploring	 Zimbabwean	 experiences	 as	 diasporic	 thus	 demands	 the	
historicisation	of	Zimbabwean	presence	 in	Britain,	which	I	engage	 in.	The	multiple	
journeys	and	narratives	of	Zimbabweans,	that	reveal	both	individual	and	collective	
experiences	 and	 imaginings	 of	 home,	 as	 Pasura	 notes,	 render	 the	 recognition	 of	




	Vertovec	 has	 argued	 that	 the	 dispersed	 diasporas	 of	 old	 have	 become	 today’s	








1991).	 I	 perceive	 the	 contestations	 around	 the	 meanings	 and	 uses	 of	 diaspora	
(Brubaker,	2005;	Edwards,	2001;	Tölölyan,	2007)	as	providing	a	conceptual	as	well	
as	a	 cautionary	background,	but	not	a	dismissal	of	diaspora,	 even	 in	 transnational	
contexts.	 As	 Levitt	 adds	 in	 relation	 to	 transnational	 social	 fields,	 and	 equally	
applicable	to	diasporas,	these	arenas	are	multi-layered	and	multi-sited,	including	not	
just	 the	 home	 and	 host	 countries,	 but	 other	 sites	 around	 the	 world	 that	 connect	
migrants	to	their	co-nationals	and	coreligionists	(Levitt,	2009).	
	
	In	 recognising	 the	 relationships	between	 transnationalism	and	diaspora,	Vertovec	
notes	that	transnationalism	offers	a	conceptualisation	of	the	reconstructions	of	‘place’	
or	locality,	sites	of	possible	political	engagement,	as	well	as	being	a	mode	of	cultural	
production	 associated	with	 a	 fluidity	 of	 constructed	 styles,	 social	 institutions	 and	
everyday	 practices	 (Vertovec,	 1999).	 It	 is	 vital	 for	 me	 to	 consider	 both	 the	
transnational	and	diasporic	 facets	of	Zimbabwean	migrants	 in	London,	as	a	way	of	
grappling	 with	 conceptual	 and	 experiential	 complexity.	 The	 places	 and	 spaces	
Zimbabweans	 occupy,	 through	 music(king)	 can	 be	 simultaneously	 diasporic	 and	
transnational/translocal,	which	is	why	I	will	not	opt	for	any	unitary	typology	of	either.	
	
Pasura	 has	 observed	 that,	 for	 Zimbabwean	migrants,	 in	 addition	 to	 transnational	
diaspora	 politics,	 strong	 connections	 linking	 diasporans	 with	 their	 homeland	 are	
















McGregor	 intends	 on	 capturing	 the	 agency	 of	 those	 occupying	 such	 abject	 spaces,	
characterised	by	polarised	and	unequal	opportunities	 in	Britain	(McGregor,	2008).	
This	example	is	crucial	here	because	it	also	offers	the	kind	of	writing	against	abjection	
I	 am	 striving	 at,	 in	 recognising	 that	 although	 confronted	 with	 the	 precarities	 of	




economic	 aspects	 of	 migrancy—entrepreneurship	 and	 economic	 belonging—race,	
class	 and	 abject	 spaces	 (Mbiba,	 2011).	 Abject	 spaces	 can	 be	 simultaneously	
entrepreneurial	 spaces.	 The	negotiation	 of	 abject	 spaces	 is	 seen	 in	 the	 interaction	
between	 the	 legal	 and	 policy	 frameworks,	 and	 the	 livelihood	 strategies	 of	
Zimbabwean	migrants.	His	study,	like	McGregor,	serves	to	reveal	the	contested	nature	




Zimbabweans	 in	 Northern	 England,	 noting	 that	 approximately	 0.94	 billion	 was	
remitted	to	Zimbabwe	in	2008	(Magunha,	Bailey,	&	Cliffe,	2009).	Mbiba	(ibid)	has	also	




















conception	 of	 the	 Zimbabwean	 diaspora,	 as	 even	 Mbiba	 (ibid)	 highlights	 that	 in	
common	 parlance,	 people	 refer	 to	 the	 Gukurahundi	 diaspora,	 the	MDC	 or	 Chinja	




The	 illustrations	of	engagement	by	Zimbabweans	 in	Britain	with	the	 idea	of	home,	
especially	 through	 associational	 links	 in	 politics,	 and	 economically	 through	
remittances	 and	 efforts	 at	 being	 a	 ‘diaspora	 for	 development’,	 are	 evidence	 of	 the	
presence	 of	 the	 shared	 collective	 representations	 and	 concerns	 that	 shape	
identification	and	belonging,	and	the	reproduction	in	some	moments	of	the	kinds	of	
political	 polarisation	 from	 ‘home’.	 It	 is	 with	 music	 also,	 that	 these	 collective	
representations	 go	 on	 to	 shape	 experiences	 of	 music	 and	 belonging,	 and	 how	
Zimbabweans	inhabit	space	and	place,	and	reconstruct	their	ideas	of	home.	
	
The	 importance	 of	 churches	 and	 religion	 in	 associational	 links	 and	 long	 distance	
nationalism,	 and	 the	 role	 of	 churches	 in	 humanitarian	 assistance	 are	 also	 worth	
considering.	Work	by	Pasura	has	also	brought	out	the	role	of	mainstream	churches	in	
integrating	 migrants	 and	 establishing	 a	 sense	 of	 belonging	 (Pasura,	 2012,	 2013).	
Churches	 and	 religion	 provide	 modes	 of	 incorporation	 and	 religious	
transnationalism.	Zimbabwean	Catholic	 youths	 in	 the	UK	 seeking	 to	 compose	new	
hymns	are	even	expected	to	submit	their	songs	to	the	bishops	in	Zimbabwe	first	for	
approval.	This	shows	how	Zimbabweans	in	the	UK	remain	connected	to	some	idea	of	
home	 and	 utilise	 it	 in	 establishing	 belonging.	 Religion	 also	 provides	 a	 frame	 of	
reference,	 a	 moral	 economy	 and	 ways	 of	 imagining	 home	 as	 not	 here,	 but	 in	 an	
ethereal	elsewhere.	This	is	manifest	in	the	Catholic	community	that	I	become	part	of	
in	London,	and	in	the	views	expressed	by	the	young	Zimbabwean	Catherine,	and	her	
relationship	 to	music	 that	 is	 coloured	 by	 her	 and	 her	 family’s	 relationship	 to	 the	
church,	and	to	ideas	of	moral	Zimbabwean	femininities.	
	







the	Pachedu-Zenzele	project	 in	 Luton,	 they	 observe	 the	use	 of	 the	 two	major	 local	
languages	in	Zimbabwe,	Shona	and	Ndebele,	in	a	Pan-Zimbabwean	inclusive	way,	as	





and	 status,	 as	most	 Zimbabweans	were	 doing	 jobs	 that	were	 removed	 from	 their	
previous	skills.	What	is	evident	in	these	examples	is	the	emphasis	that	continues	to	
exist	around	certain	values	regarded	as	Zimbabwean,	and	the	perceptions	on	status	




The	 migration	 of	 Zimbabweans	 to	 Britain	 has	 also	 witnessed	 a	 proliferation	 of	
diasporic	media.	As	Mano	and	Willems	point	out,	the	emerging	media	provided	the	
space	for	interaction	between	the	diaspora	and	the	homeland;	it	became	the	conduit	
to	 express	 social,	 cultural,	 economic	 and	 political	 transnational	 ties	 between	 the	
diaspora	and	the	homeland	and	those	in	the	wider	diaspora	(Mano	&	Willems,	2008).	
The	 diasporic	 media	 surfaced	 to	 challenge	 the	 community’s	 representation	 in	
Britain’s	mainstream	media	as	well	as	providing	news	for	Zimbabweans	abroad	and	
those	in	the	homeland.	Batist	uses	the	case	of	SW	Radio	Africa	to	look	at	Zimbabwean	




on	 NewZimbabwe.com	 discussion	 forums.	 As	 a	 nurse,	 Makosi	 Musambasi	 was	











tag	 and	 demanding	 to	 be	 seen	 as	 part	 of	 the	 host	 society.	 Zimbabwean	migrants’	
presence	in	popular	media	 is	also	complemented	by	literature,	as	the	argument	by	




with	 diasporic	 sensibilities,	 whilst	 also	 being	 transnational,	 in	 being	 part	 of,	 and	









A	part	 of	 the	 argument	 I	 am	making	 throughout	 is	 that,	 although	 the	 emphasis	 in	
recent	 years	 has	 been	 on	 the	 post-2000	 mobilities	 of	 Zimbabweans	 and	 the	
exceptionalisation	and	sensationalisation	of	 the	circumstances	of	 their	presence	 in	
Britain,	 black	 Zimbabwean	 presence	 has	 always	 been,	 and	 should	 necessarily	 be,	
viewed	as	part	of	a	genealogy	of	the	experience	of	the	Other,	the	stranger,	the	black	
body	in	Britain.		This	then	means	that	a	reading	of	the	socio-political	and	economic	





















I	 here	 engage	 with	 some	 of	 the	 glimpses	 and	 fragments	 of	 experience	 that	 I	 got	
spending	time	with	Mudhara	Wala	as	he	related	them	to	me.	Wala	came	to	the	UK	in	
the	 early	 ‘70s.	 Zimbabwe	 had	 not	 yet	 come	 into	 existence,	 and	 the	 violence	 that	































Wala,	 together	with	 some	 friends	 in	 the	 early	 ‘80s	 then	 started	Limpopo	Club.	He	
argues	that	it	was	a	conscious	effort	to	create	a	platform	for	African	music	in	the	UK	
where	Africans	could:		
































been	done,	 and	 through	which	many	bodies,	black	and	not,	 alike,	had	danced,	 and	




































and	 precarity,	 a	 sense	 of	 erasure	 can	 ensue.	 For	 Wala	 and	 many	 of	 the	 older	
Zimbabweans	and	members	of	the	African	diaspora,	the	loss	of	the	specific	place	of	
the	Africa	Centre	became	part	of	a	broader	loss	of	the	gains	made	with	the	promise	of	
















newly	 independent	African	nations	 by	bringing	people	 together	 on	neutral,	
apolitical	 ground.	 It	 would	 also	 maintain	 informal	 cultural	 links	 between	





An	 immediate	 success	 in	 almost	 every	 respect,	 the	 Centre	 seemed	 to	 treat	
music	 as	 a	 kind	 of	 anthropological	 ‘experience’,	 rather	 than	 a	 casual	 social	










During	 its	 old	 existence,	The	Africa	Centre,	Wala	noted,	 played	host	 to	Africans	of	
different	persuasions,	including	the	prominent	Ngugi	Wa	Thiongo,	and	was	a	rallying	
pan-African	 point,	 gathering	 minds	 and	 material	 in	 anti-colonial	 struggles	 and	
imagining	different	African	futures.	It	was	also	a	musical	space,	as	Wala	emphasised,	
being	 the	place	where	Limpopo	club	hosted	 their	weekly	music	extravaganza,	 that	
saw,	as	he	said,	even	marriages,	and	children	emanating	from	the	forms	of	sociality	
that	 the	 Africa	 Centre	 and	 the	 Limpopo	 Club	 enabled.	 The	 Centre	 was	 even	
responsible,	 sometimes	 in	 the	 1980s,	 for	 an	 exhibition	 held	 at	 the	 Barbican	 on	
Zimbabwean	 stone	 sculpture,	 with	 people	 like	 Herbert	 Murerwa	 representing	











practices	 coming	 together.	 As	 more	 Zimbabweans	 came	 into	 the	 UK,	 so	 did	 the	
Zimbabwean	musical	presence	increase.	This	is	how	Mudhara	Wala	put	it:	
With	 the	 coming	 of	 the	 new	 groups	 from	 different	 parts	 of	 Africa,	 the	
Congolese	 came	 with	 new	 music	 bringing	 a	 change	 with	 them	 forming	




Similarly,	 the	 new	Zimbabwe	presence	meant	 new	UK	based	bands	 started	
forming.	Heritage	Survival	in	Manchester,	Harare	in	London,	Ogga	Kattalog	in	
Nottingham,	Anna	Mudeka	in	Norwich,	Zimbaremabwe	in	Brighton,	Chartwell	








a	 whole	 band.	 Post-2000	 we	 have	 seen	 Thomas	 Mapfumo	 base	 himself	 in	
America	and	singing	from	there	is	his	message	still	got	the	same	impact?	Can	












There	 is	 a	 clear	 rupture	 represented	 not	 just	 in	 temporal	 terms,	 but	 also	 in	 the	




2000	will	 not	 be	 able	 to	 share	 in	 this.	 In	 addition,	 the	 state	 of	 flux	 and	 instability	
engendered	by	the	coerced	mobilities	of	Limpopo	Club	are	also	apparent.		
	
Whereby	having	a	 fixed	home	 in	 the	Africa	Centre	ensured	 that	Zimbabweans	and	
many	other	Africans	knew	every	other	Friday	they	would	be	moving	to	the	grooves	of	
Limpopo	 Club,	 that	 trans-local	 diasporic	 network	 was	 shattered	 by	 the	 shifting	
configurations	 of	 space	 and	 place	 in	 London,	 and	 the	 predatory	 nature	 of	 hyper-
capitalism.	 Buildings	 and	 other	 spaces	 are	 transformed	 with	 far	 reaching	
consequences	 for	 livelihoods	 and	 forms	 of	 sociality.	 It	 is	 here	 where	 one	 also	
recognises	the	convergences	of	the	private	and	intimate	and	the	public	and	collective.	
Wala’s	negotiation	of	London	as	an	individual	was	shaped	by	places	 like	the	Africa	









and	 identity	 in	 a	 London	 in	which	 they	made	 unique	 contributions	 through	 black	
expressive	 culture.	 Home	 ceases	 to	 be	 just	 the	 place	 of	 origin,	 Zimbabwe,	 but	



























































Jazz	artist	was	playing.	 	 I	write	here	of	 the	event	as	I	experience	 it	 in	the	moment,	
evoking	the	affective	aspects,	as	well	as	memory,	space	and	place.	I	intersperse	the	





Wala,	 as	 reflecting	 on	 aspects	 of	 affect	 and	 being	 in	 place	 and	 space,	 how,	 I	 am	
affected—by	memory,	the	event,	history	and	the	present.	
	
My	 leanings	 here	may	 be	 better	 articulated	 through	 Achille	 Mbembe,	 who,	 in	 his	
exploration	of	the	aesthetics	of	Congolese	music,	notes	that	the	aesthetic	signification	
of	 a	 musical	 work	 is	 revealed	 through	 that	 which	 links	 the	 work	 to	 a	 world	 of	
sensations	 (Mbembe,	 2005).	 Musical	 beauty	 therefore	 has	 meaning	 in—and	
through—its	 effects,	 through	 the	 feelings	 and	 passions	 that	 the	 musical	 work	
produces	 in	 the	 subject	 who	 is	 listening	 to	 it,	 is	 present	 at	 its	 performance	 or	 is	
dancing	 in	 accompaniment	 to	 it.	 In	 addition,	 he	 argues	 that	 there	 is	nothing	more	
complex	 than	verbalising	 that	which	 involves	 the	non-verbal,	 or	describing	 sound,	
which,	in	essence,	is	neither	linguistic	nor	involves	the	purely	spontaneous	practice	











Sarah	 Ahmed’s	 exposition	 on	 affect.	 She	 describes	 affect	 as	 what	 sticks,	 or	 what	







origin	of	bad	 feeling	 insofar	as	 they	disturb	the	promise	of	happiness,	which	 is	re-
described	 as	 the	 social	 pressure	 to	maintain	 the	 signs	 of	 ‘getting	 along’.	 A	 similar	
position	is	adopted	by	Anderson	in	what	he	refers	to	as	‘affective	atmospheres’.	In	this	
sense	 then,	 the	 event	 and	moment	of	 experiencing	Paul	 Lunga	 at	Club	414	occurs	
within,	and	evokes,	certain	affective	atmospheres.	
	
Being	Zimbabwean	 in	 the	elsewhere,	 I	 argue,	means	 inhabiting	a	body	 that,	 in	 the	
places	and	spaces	in	which	legitimacy	is	demanded	and	sometimes	borrowed—black	


















This	 cannot	 be	 emphasised	 more	 here,	 as	 I	 have	 already	 discussed	 my	 insider-




of	affect.	For	 instance,	 in	a	 study	of	West	African	 trading	 in	New	York	City,	Stoller	
recognises	that	‘the	field’	in	anthropology	is	becoming	a	dizzying	array	of	crosscutting	
transnational	spaces	within	zones	of	multiple	contestation—intersections	of	history,	
space	 and	 place	 and	 the	 politics	 and	 policing	 that	 accompany	 such	 (Stoller,	 1989,	
1996,	2004).	Similarly,	I	argue	here	that	the	diasporic	and	transnational	complexities	
of	 Zimbabwean	musicking	 require	 a	more	 sensuous	 approach	 to	 ethnography,	 an	
approach	in	which	‘local’	epistemologies	and	sensory	regimes	are	more	fully	explored.	
What	is	local	to	Zimbabweans	in	Britain	is	certainly	multiple	and	varied,	producing	
consequent	 experiences.	 I	 engage	 below	 with	 the	 musicking	 moment	 in	 its	





An	 exploration	 of	 the	 historical	 presence	 of	 Zimbabweans	 in	 Britain,	 as	 also	
experienced	by	some	of	the	Zimbabweans	still	living	in	London	during	the	time	of	my	
experiences	 in	 the	 place,	 provides	 a	 foregrounding	 for	 the	 (inter)generational	
(dis)connections	 and	 the	 temporal	 and	 intercalary	ways	 of	 being,	 being	 from,	 and	
elsewhere	simultaneously,	embodying	and	performing	a	Zimbabwe	that	exists	as	a	
past	 idea,	 as	 well	 as	 a	 present.	 Older	 Zimbabweans/younger	 Zimbabweans,	 not	
necessarily	 negotiating	 being	 in	 oppositional	ways,	 yet	 punctuated	 by	 (dis)similar	
histories	and	experiences	(time/narrative).	
	









feeling’	 necessary	 for	 black	 revolt.	 The	 black	 oral	 culture,	 has	 functioned	 as	 a	


















constitutes	 part	 the	 suturing	 of	 the	 historical	 and	 the	 present	 and	 how	 they	 are	
enmeshed,	as	a	description	and	discussion	of	the	experiences	of	musicking	that	come	





Through	 the	 stories	 and	 experiences	 of	 the	 Zimbabweans	 like	 Wala,	 I	 establish	
historical	 traces	 of	 the	 traditions	 of	 music	 and	 performance	 that	 exhibit	 the	
(dis)continuities	in	the	present.	There	is	an	overt	political	tone	to	the	musicking	of	


















also	 simultaneously	 an	 invoking	 of	 memory,	 in	 recalling	 the	 idea	 of	 Zimbabwe,	 a	
Zimbabwe	that	exists	in	temporal	and	corporeal	terms,	a	past	and	imagined	sense	of	
place	and	space	and	the	kinds	of	music	that	accompany,	or	are	accompanied	by	these.	
Zimbabweans	 present	 in	 this	 historical	moment	 identified	with	 an	 eclectic	mix	 of	
musical	traditions,	from	the	rock	and	roll	of	Jimi	Hendrix,	to	the	jazz	and	blues	of	Miles	
Davis,	that	constitutes	an	appropriation	of/participation	in	a	certain	‘black	Atlantic’.	
As	one	 friend	opined,	 at	 this	 time,	 reggae	was	 the	 soundtrack	of	 resistance,	which	
witnesses	Bob	Marley	performing	at	Zimbabwe’s	independence	in	1980	(Jaji,	2009).	
Post-independence	in	Zimbabwe	saw	a	multitude	of	bands	come	to	perform	in	Britain:	







Walters	 channels	 Ralph	 Ellison	 in	 his	 position	 that	 the	 act	 of	 writing	 requires	 a	
constant	plunging	back	into	the	shadow	of	the	past	where	time	hovers	as	a	ghost-like	
invitation	 to	 re-examine	 the	 multiple	 archives	 that	 have	 produced	 our	 historical	





























that	 the	hypercapitalist	 realities	 that	 shape	and	are	 shaped	by	 these	 transnational	
connections	 produce	 varied	 forms	 of	 black/African	 musical	 being,	 and	 at	 times	




music	 through	 recording	 also	 enabled	 black	 music	 to	 travel	 in	 ways	 that	 were	
previously	 unthinkable.	 The	 sounds	 of	 black	 music	 circulated	 within	 the	 African	
diaspora	and	enabled	connections	between	dispersed	peoples	through	place	and	time	








The	understanding	 of	 the	 decolonial	 that	 I	 utilise	 here	 encompasses	 that	which	 is	
encapsulated	by	Mignolo	in	recognising	that	 it	has	been	traditionally	assumed	that	
the	knowing	subject	in	the	disciplines	is	transparent,	disincorporated	from	the	known	
and	untouched	by	 the	geo-political	 configuration	of	 the	world	 in	which	people	are	
racially	ranked	and	regions	are	racially	configured.	The	introduction	of	geo-historical	
and	biographical	configurations	in	processes	of	knowing	and	understanding	allows	




Decolonial	 thinking	 allows	 us	 to	 grasp	 and	 engage	with	 deeper	 dimensions	 of	 the	
condition	of	crisis,	just	as	decoloniality	itself	introduces	a	critical	condition,	effectively	
is	 crisis,	 in	 relation	 to	 traditional	 (hegemonic)	 modes	 of	 thinking,	 perceiving	 and	
acting.	 They	 further	 argue	 that	 to	 the	 extent	 that	 concepts	 never	 just	 mirror	 an	
external	reality	but	rather	help	produce	that	reality,	including	potentially	rendering	
as	 non-existent	 aspects	 of	 reality	 that	 other	 concepts	might	 bring	 to	 the	 fore,	 the	
question	of	one's	conceptual	nomenclature	 is	no	trivial	matter.	 It	 is	useful	 to	think	
about	the	world	along	the	fault	lines	of	the	coloniality	of	power,	as	a	socio-historical	
totality	with	multiple,	heterogeneous	and	often	conflictive	 logics	or	movements.	At	








embryonic	 origins	 of	 the	 gendered	 Zimbabwean	 diaspora	 as	women,	 for	 instance,	
then	had	relatively	easier	access	of	entry	into	Britain,	especially	to	pursue	nursing,	
under	 a	 different	 immigration	 regulation	 regime	 to	 what	 exists	 post-2000,	 as	 a	
consequence	of	 the	 frosty	 socio-political	 and	economic	 relations	 in	Zimbabwe	and	
with	Britain.	It	 is	also	now	that	a	discernible	movement	out	of	Zimbabwe,	of	white	
Rhodesians,	 and	 consequently	 Zimbabweans,	 can	 be	 gleaned.	 This	 is	 a	 crucial	


























to	 this	moment	where	 I	 tread	 the	 streets	 of	 Brixton,	 looking	 across	 the	Ritzy	 and	
thinking	of	the	nameless	Zimbabwean	character	in	Brian	Chikwava’s	Harare	North.	
	
I	walk	up	and	down	 the	 street,	until	 I	 get	a	message	 from	my	 friend	 that	 they	are	
waiting	at	Brixton	Station.	I	briskly	walk	up,	get	them,	and	walk	down	back	to	the	bar.	
A	man	peeps	out	of	an	opening	from	inside	the	bar	and	asks	if	we	are	there	for	“the	













two	 guitarists.	He	 is	 a	 tall,	 dark	man,	wearing	 a	 dark	 suit.	 I	 cannot	 tell	 the	 colour	
because	of	the	light	in	the	venue.	He	is	bald	in	the	middle	of	his	head,	with	little	hair	
on	 the	 sides.	 He	 holds	 the	 trumpet	 in	 one	 hand,	 and	 looks	 around	 the	 venue.	
Something	about	his	considered	movements	reminds	me	of	my	paternal	grandfather.	
I	am	reminded	of	a	moment	when	my	grandfather	allowed	me	to	smoke	one	of	his	
cigarettes,	 only	 for	 a	 short	 while.	 It	 made	 me	 see	 him	 as	 the	 grandfather	 that	 I	















Paul	 Lunga,	 a	 Zimbabwean	 Jazz	 musician,	 has	 taken	 his	 music	 from	 Bulawayo	 to	




in	Yvonne	Vera’s	Stone	Virgins,	where,	 in	Bulawayo	 in	Rhodesian	 (colonial)	 times,	
black	Zimbabweans	 congregate	 in	 a	 room	or	basement	 somewhere,	drinking	 from	
















in	 London,	 and	 narrate	 the	 stories	 of	 how	 they	 have	 changed	 in	 relation	 to	





































































new	music	 lyrics	which	were	more	 to	 the	point.	Music	was	of	a	celebratory	
nature	with	lots	(of)	bands	forming	in	Zimbabwe	and	releasing	new	music.	It’s	
at	 this	 point	 we	 decided	 to	 bring	 in	 to	 the	 UK	 Zimbabwe	 bands	 first	 with	
Thomas	Mapfumo,	Real	Sounds,	Bhundu	Boys,	The	Four	Brothers,	Lovemore	
Majaivana,	 Oliver	 Mutukudzi,	 Jona	 Sithole,	 Devera	 Ngwena,	 Albert	 Nyathi,	
Ilanga,	 Andy	 Brown,	 Mudzimu,	 Stella	 Chiweshe,	 John	 Chibadura,	 Dorothy	
Masuka	 to	name	a	 few.	The	 ‘80s	were	graced	with	 the	 rise	 in	popularity	of	
world	music	and	Zimbabwe	benefited	in	that	it	became	popularized	during	this	
period	with	 the	 Bhundu	 Boys	 enjoying	 huge	 successes	 in	 record	 sales	 and	




The	 shift	 from	 protest	 to	 celebratory	 music	 accompanying	 Zimbabwean	




It	 remains	 interesting	 to	 note	 that	 there	 was	 a	 conscious	 attempt,	 even	 after	
























were	 rare.	 There	must	 have	 been	 one	 girl,	 who	 I	 often	 heard	 people	 berating	 for	
having	gone	to	the	UK	and	brought	back	unacceptable	dressing	habits,	of	short	skirts	
and	tight	trousers.	I	did	not	mind.	A	certain	kind	of	music	was	also	starting	to	emerge,	
appealing	 to	 a	 younger,	 urban	 based,	 post-independent	 Zimbabwean	 generation.	
Artists	like	Fortune	Mparutsa,	who	was	later	to	move	to	the	UK,	had	hit	songs	such	as	
‘Wangu	 Ndega’.	 In	 a	 call	 to	 use	 protection	 at	 a	 time	 when	 HIV/AIDS	 was	 on	 the	
ascendance,	he	used	the	word	condom	in	the	song,	and	we	used	to	squirm	and	cringe	






obviously	 other	 examples	 of	musicians	 like	 Prince	Tendai,	 Edwin	Hama,	 Frontline	
Kids	and	many	more.	Fred	Zindi	has	said	the	Frontline	Kids	called	their	music	‘Afro-
acid’,	a	fusion	of	jiti	and	Western	sounds.	The	Frontline	Kids	toured	the	UK	in	1991.	I	





then	 leaned	 towards	 men,	 which	 was	 not	 peculiar	 to	 Zimbabwe,	 and	 which	 is	
something	 that	merits	 a	more	 sustained	 conversation	 around	 the	 development	 of	
female	musicians	 and	 their	 appreciation	 in	 Zimbabwe.	 Colonial	morality	 and	 laws	
around	mobility	 and	 the	 policing	 of	 women’s	 bodies	 remained	 critical	 in	 shaping	











the	popularity	 that	 the	music	had	garnered,	Mudhara	Wala	worked	with	 the	other	
people	and	groups	in	African	music.		




African	 bands	 from	 all	 over	 Africa	 and	 the	 Caribbean	 (of)	 these	 include	
launching	 and	 giving	 their	 debut	 performances	 in	 London,	Angelique	Kidjo,	





with	 it	 less	 visibility	 of	 African	music	 in	 London	 and	 less	 new	 talent	 being	
showcased,	less	stages	for	African	bands	to	perform	on.	Increasingly	we	have	


















Zimbabwean	 music,	 especially	 in	 the	 past	 decade	 as	 Zimbabwe-Britain	 relations	
became	 strained,	 and	 particular	 narratives	 gained	 traction	 in	 the	 UK,	 and	 in	
Zimbabwe.	 Who	 said	 music	 is	 not	 politics,	 and	 vice	 versa?	 This,	 similar	 to	 the	




















young	 Zimbabweans	 I	 have	 also	 encountered	 in	 London	 are	 making	 an	 effort	 to	
reconnect	 with	 musical	 genealogies	 they	 may	 have	 lost	 contact	 with	 due	 the	
migratory	journey,	and	growing	up	in	a	different	context.	Musical	tastes	have	become	
eclectic,	 definitions	 of	what	 is	 Zimbabwean	music	 (more)	multiple,	 and	 fusions	 of	
different	 types	of	music	 replete.	One	discovers	 that	musicians	 like	Shingi	 Shoniwa	
(formerly	 of	 the	 Noisettes),	 who	 may	 self-identify,	 or	 are	 appropriated	 as	
Zimbabwean,	 play	 music	 that	 does	 not	 fit	 into	 the	 mould	 of	 either	 world,	 or	








shift	 in	 the	music,	 and	Mudhara	Wala	 feels	 it	 is	 important	 for	 young	Zimbabwean	
artists	to	still	promote	traditional	Zimbabwean	music.	




in	 the	 major	 recording	 companies	 closing	 down.	 The	 readily	 available	
technology	has	seen	the	growth	of	piracy,	less	remunerations	to	the	musicians	
and	 slow	decline	 in	 the	 growth	of	 the	music	 industry.	The	 lack	of	new	acts	
coming	 in	 to	 the	 UK	 has	 seen	 audience	 attendance	 going	 down.	 To	 move	
forward	 one	 would	 have	 to	 reverse	 these	 processes	 encourage	 original	
recordings,	 play	 and	 record	 live	 music	 more	 it	 sounds	 better	 than	 the	
computer-generated	music	bring	back	good	and	sound	recording	companies	
that	can	record	and	produce	high	quality	music.	Encourage	good	musicianship,	
good	creative	 lyrics	good	workmanship,	 take	 the	music	 industry	as	a	viable	
industry	 like	 any	 other.	 For	 the	musicians,	 there	 is	 a	 need	 to	 develop	 and	
compose	 our	 indigenous	 Zimbabwean	 traditional	 music	 to	 the	 highest	






me	 to	 see	 a	 revival	 in	 the	 fortunes	of	 artists,	 or	 recording	 companies,	without	 the	
revival	of	the	various	sectors	of	the	nations	at	large.	What	is	indigenous	or	traditional	


















of	 the	 indigenous	of	what	 is	 particularly	Zimbabwean.	 It	 exists	 and	 circulates	 in	 a	
world	that	it	meets	and	is	hybridised	with	sounds	and	rhythms	from	other	places.	
	
When	 I	 go	 to	 YouTube,	 and	 click	 on	 an	 urban	 grooves	 song,	 I	 think	 of	 how	 far	
Zimbabwe	has	come,	of	what	I	have	missed	and	continue	to	miss	out	on	in	the	lingo	of	

























histories	 through	which	 existence	 in	 Britain	 is	 arrived	 at.	 This	 intermingling	 also	
reemphasises	the	personal,	especially	in	affect,	both	mine	and	Wala’s,	and	the	wider	




to	 the	 affect	 that	 comes	with	 being	 in	 Club	 414,	 and	 the	 creations	 of	momentary	
alternate	realities,	it	is	also	Brixton	as	a	place	and	space	within	which	Zimbabwean	
music	is	being	expressed	and	enjoyed.	This	conviviality	is	already	inserted	into	that	






Lonely	Londoners.	 In	exploring	 the	 traumas	of	Zimbabwe’s	politics	 and	migration,	
Brixton	becomes	this	space	and	place	in	which	black	experience,	abjection	and	social	

























Shoreditch	 and	 Camden,	 and	Anna	Mudeka	 in	Dalston,	 amongst	 other	 artists.	 The	
reconfigurations	of	London,	manifest	in	the	changes	that	have	taken	place	in	Britain,	
also	mean	dispersals	in	place	and	space,	a	further	stretching	of	where	these	musics	




























One	 of	 the	 early	 accounts	 of	 Zimbabwean	 presence	 in	 Britain	 I	was	 given	was	 by	
Mukoma	 George.	 Mukoma	 George,	 like	 several	 of	 the	 older	 generation	 of	
Zimbabweans	I	spent	 time	with,	has	been	 in	Britain	 for	over	30	years,	engaging	 in	
different	 platforms	 around	 anti-racism	 as	 well	 as	 intellectual	 work,	 which	 he	
constantly	 referred	 to	 as	 a	 privilege	 to	 have	 lived	 the	 ‘intellectual	 life’,	 without	
necessarily	 suffering	 the	 strictures	 of	 institutional	 carcerality.	 I	 would	 imagine	
though,	that	the	polarised	nature	of	Zimbabwean	politics	and	the	ramifications	on	the	
diaspora	amongst	whom	he	has	made	known	some	of	his	political	views,	produces	a	
different	 kind	 of	 carcerality	 and	 questions	 around	 place,	 space	 and	 belonging,	
especially	 considering	 how	 Zimbabwean	 presence	 in	 Britain	 remains	 patently	
politicised.		
	
I	 relate	 here	 an	 episode	 with	 Mukoma	 George	 to	 further	 reveal	 historical	 and	
transnational	 elements,	 as	 well	 the	 sense	 of	 community,	 deriving	 from	 shared	
generational	 experiences	and	 imaginations	of	being	Zimbabwean.	Mukoma	George	
and	Mudhara	Wala	share,	in	some	respects,	temporal	and	musicking	spaces,	in	those	






Carnival,	 and	 at	 various	 other	 music,	 art	 and	 ‘intellectual’	 events,	 having	 been	
introduced	 to	 him	 by	 Mudhara	 Wala,	 and	 we	 would	 have	 conversations	 about	





research,	 especially	 when	 other	 people	 were	 present,	 in	 a	 way	 that	 elevated	 my	
understanding	of	my	own	research,	 especially	 in	 the	eyes	of	others.	To	him,	 I	was	
trying	to	write	Zimbabwe	and	Zimbabwean	experiences	in	Britain	differently,	already,	






whose	 relationship	 to	music	and	politics	 continues	 to	be	defined,	 emphasising	 the	

























Priests,	 though	 black,	 as	 part	 of	 a	 colonial	 matrix	 of	 religion	 and	 power,	 were	
respected,	and	existed	as	‘enlightened	natives’,	but	still	as	non-white.	He	(George)	was	
part	 of	 a	 generation	 of	 black	 people	 in	 Rhodesia	 then	 that	 were	 reaching	 for	 the	
cosmopolitan.	They	existed	both	as	Zimbabwean,	and	engaging	to	listening,	dancing	
and	performing	 the	music	of	 the	African	diaspora,	 especially	black	music	 that	was	
coming	out	of	America	as	part	of	the	civil	rights	movement.	Rhodesia,	as	an	enclave	of	
white	minority	 rule,	 did	 not	 preclude	 such	 young	black	 Zimbabweans	 as	Mukoma	












performance	 of	 the	 decolonial	 was	 an	 active	 role	 in	 the	 anti-racist	 movement	 in	

























existence.	 In	 these	moments,	 I	 have	 ceased	 locating	myself	 as	 an	 ethnographer	 or	
anthropologist.	We	are	immersed	in	a	conversation	in	which	he	has	more	experience	



































This	 is	 especially	 so	 when	 the	 pervasive	 place	 that	 music	 occupies	 in	 the	 black	
imagination,	or	the	imagination	of	blackness	as	embodiment,	encompassing	the	wide	













of	 sociality,	 encompassing	 social	 political	 processes	 from	 anti-colonialism	 and	
decolonisation	 to	 the	 post-independence	musical	 relationships	 and	 the	 post-2000	
shifts.		
	








As	 I	 navigated	 the	 different	 spaces	with	Mudhara	Wala	 and	 engaged	 in	 the	 sense	




informing	Zimbabwean	mobilities,	especially	 to	Britain,	also	meant	 that	 those	who	
had	 returned	 to	Zimbabwe	after	 independence,	 or	moved	back	and	 forth	between	
Zimbabwe	and	Britain,	became	part	of	the	routes	of	music	and	musical	connections	
enduring	 across	 time	 and	 space.	 One	 of	 the	 names	 that	 Mudhara	 Wala	 often	
mentioned	was	that	of	Fred	Zindi.	I	had	heard	of	Fred	Zindi	growing	up,	especially	
because	of	his	instrumental	part	in	the	formation	and	growth	of	musical	groups	such	
as	 the	 Frontline	 Kids	 in	 Zimbabwe.	 At	 a	 Zimbabwe	 research	 day	 at	 St	 Anthony’s	








geographical	 sites,	 bound	 up	 in	 our	 everyday	 perceptions	 of	 place,	 and	 a	 part	 of	
movements	of	people,	products	and	cultures	across	space	(Connell	&	Gibson,	2004).	I	
am	 thinking	 of	 music	 in	 terms	 of	 place	 and	 movement,	 of	 proud	 heritages	 and	
dynamic,	 fluid	 soundscapes.	 ‘Fluidity’	 or	 ‘spatial	 mobility’	 also	 indicates	 flows	 of	
















emplaced	 in	 London,	 I	 relied	 in	 addition	 on	 Fred	 Zindi,	 on	 several	 archival	 and	
referential	materials,	as	is	already	evident,	of	experiences	in	and	from	Zimbabwe,	in	
attempting	 to	 frame,	 in	 all	 its	 spilling	 over,	 an	 image	 of	 a	 historical	 journey	 that	
Zimbabweans	have	 taken	 to	Britain,	 once	 again,	 as	 I	 argue,	 an	 instantiation	of	 the	















The	 relationship	 between	 the	 colonial	 settler	 regime’s	 racism	 and	 the	 vagaries	 of	
black	 existence	 is	 also	mentioned	 by	 Fred	 Zindi,	 in	 the	 same	way	Mudhara	Wala	
references	 it	 in	 narrating	 his	 early	 experiences	 of	 being	 in	 Britain	 after	 leaving	
Rhodesia.		As	he	expressed	it:	
Due	to	the	oppressive	nature	of	the	society	then	and	a	lack	of	opportunities	





Falcons,	 2D	 Sounds	 and	 Pop	 Settlers	 while	 in	 Rhodesia,	 as	 soon	 as	 he	 arrived	 in	
London,	he	started	 looking	for	Fungai	Malianga	with	the	aim	of	starting	a	London-























up	 for	 rehearsals	 when	 required,	 the	 band	 ended	 up	 with	 new	 London-based	

























Zimbabwe	and	Culture,	 in	Bethnal	Green	a	 few	days	before.	 It	was,	 the	occasion,	a	
collection	 of	 a	 motley	 of	 characters	 from	 different	 vantage	 points	 of	 being	
Zimbabwean,	coming	from	different	parts	of	the	world,	including	Zimbabwe,	for	this	
research	day	in	Oxford.	It	was,	and	remains,	in	a	physical	sense,	a	space	that	manifests	

















a	 Zimbabwean	 artist	 who	 plays	 the	 kinds	 of	 traditional	 sounds	 and	 rhythms	 that	
















During	 the	 time	 that	Fred	was	 involved	with	 the	Stars	of	Liberty,	he	attended	The	




and	 it	 changed	 its	 name	 to	 Shaka.	 Together,	 they	 recorded	 three	 albums	 entitled:	
‘Zimbabwe	 on	 Fire’,	 ‘Train	 of	 Freedom’	 and	 ‘Africa.’	 	 The	music	 from	 these	 three	
albums	was	entertaining	while	it	was	also	educational	and	political.	Most	of	the	songs	



































































































he	 had	 formed	 over	 the	 years	 with	 artists	 and	 promoters	 from	 different	 African	









platform	 through	 which	 these	 stories	 of	 Zimbabwean	 presence	 could	 be	 told,	
overwhelmed	 by	 the	 Caribbean	 and	West	 African	 representations,	 to	 show	 that	 it	
never	had	been,	and	still	is	not	all	about	death,	disease	and	suffering,	but	the	coming	
together	of	different	diasporas,	with	their	concurrent	narratives,	to	forge	a	sense	of	























with	 Robert	 Mugabe	 and	 become	 a	 virulent	 critic	 of	 ZANU	 PF,	 and	 especially	
Zimbabwe’s	(Robert	Mugabe’s	to	be	specific)	position	on	sexual	rights.		
	
The	 band	 also	 appeared	 on	 ‘New	 Faces’	 a	 British	 television	 programme	 which	
introduced	 new	 bands.	 Appearing	 on	 such	 a	 programme	was	 a	 sort	 of	 ‘arrival’,	 a	
recognition	 of	 Zimbabwean	 music(ians)	 and	 its	 representation	 in	 British	 popular	
culture.	 In	 a	 context,	 as	 highlighted	 by	 Malik,	 where	 there	 were	 tensions	 over	
representations	 of	 blackness	 on	 television,	 and	 the	 struggle	 over	 the	meanings	 of	
















to	 secure	 about	 16	 gigs	 throughout	 British	 Universities,	 as	 he	 had	 established	 a	
network	 of	 University	 social	 secretaries	 who	 would	 meet	 in	 London	 every	 three	




Sir	 Paul	McCartney,	 King	 Sounds,	 Dennis	 Brown,	Don	 Carlos,	 David	Hines	 of	 Steel	
Pulse,	Freddie	McGregor,	Tony	Rebel,	Frankie	Paul	and	many	others.	When	he	met	
another	Zimbabwean,	Clifford	‘Chewaluza’	Mataya,	who	introduced	him	to	Sir	Richard	
Branson,	Fred	 tried	 to	get	 a	 recording	deal	which	 failed	 to	get	 through	due	 to	 the	
unreliability	 of	 band	 members	 who	 did	 not	 show	 up	 for	 rehearsals.	 Apart	 from	
Clifford	 Mataya,	 there	 were	 not	 many	 Zimbabweans	 involved	 in	 playing	 music	




	In	 1980,	 at	 Independence,	 Fred	 together	 with	 another	 Zimbabwean,	 Peter	
Chimukupete,	got	members	of	a	reggae	band	from	Southall	called	Misty	In	Roots	to	
sing	the	then	Zimbabwean	National	Anthem	‘Ishe	Komborera	Africa’	with	a	view	to	




Fred,	 just	 like	Wala,	was	also	responsible	 for	 the	promotion	of	Zimbabwean	bands	











persuaded	 them	 to	 establish	 the	 Ethnomusicology	 programme	where	 Simangaliso	




World	 and	Music	 Guide	 for	 Zimbabwe,	 Volumes	 1	 and	 2,	 which	 all	 became	 useful	
resources	 at	 the	 College	 of	 Music	 as	 well	 as	 at	 Teachers’	 Colleges	 throughout	
Zimbabwe.	His	latest	book,	Music	Rocking	Zimbabwe,	is	a	historical	journey	through	





Zimbabwe	 Broadcasting	 Corporation’s	 Radio	 Three.	 He	 also	 established	 a	 sound	
system	 which	 went	 around	 the	 country	 entertaining	 patrons	 and	 successfully	
competed	with	 the	 likes	 of	 Josh	Makawa,	Mike	Mhundwa,	 Peter	 Johns	 and	 Fungai	
Marange,	who	were	doing	the	same.	At	the	same	time,	he	formed	the	band	Frontline	
Kids	with	whom	he	recorded	five	albums	namely	‘Children	on	The	Frontline’,	‘African	
Jive’,	 ‘Hupenyu’,	 ‘Yarira	 Ngoma’	 and	 ‘Creation.	 He	 also	 became	 the	 band	manager	
between	1988	and	2003.	
	
In	 the	 late	1980s,	Fred	went	on	a	 talent	search	within	Harare	and	established	The	
Frontline	 Kids	 Band	 of	 the	 ‘Yarira	 Ngoma’	 fame.	 He	 also	 became	 active	 in	 many	
musical	organisations	which	included	The	National	Arts	Council,	ZIMURA	amd	The	
Musicians’	Union.	While	at	 the	National	Arts	Council,	he	 introduced	 the	concept	of	





products	 include	 Hope	 Masike,	 Osborne	 Matengenzara,	 Blessing	 Chimanga,	 Silent	






Maylene	 Chenjerai,	 MacIntosh	 Jerahuni	 and	 Tafadzwa	 Marova.	 Some	 of	 these	
musicians,	like	Munya	Mataruse,	have	become	part	of	Zimbabwean	musicking	in	the	




connections	 between	 Zimbabwe	 and	 the	 UK,	 as	 witnessed	 in	 the	 mobilities	 and	
circulations	 of	 Zimbabwean	 bodies,	 and	 of	 various	 kinds	 of	 musicking.	 The	
experiences	of	Fred	Zindi	show	how,	historically,	musicians	and	music	were	moving	







certainly	 not	 Rhodesia,	 but	 riddled	 with	 its	 own	 tensions.	 The	musical	 venues	 of	
London	became	a	rallying	point	where	the	different	iterations	of	the	African	diaspora	
congregated	and	conveyed	socio-political	hopes	and	frustrations,	 joy,	 love,	sadness	





Australia	 wrote	 to	 introduce	 me	 to	 “A	 Zimbabwean	 guy”	 they	 had	 studied	 at	
Cambridge	with,	Sam,	who	eventually	became	a	friend	to	me.	After	writing	to	Sam	and	












ever-present	 attempt	 at	 locating	 the	 African	 and	 making	 place	 in	 the	 midst	 of	
dispersion,	in	the	collective,	as	well	as	of	self,	I	had	decided	to	attend	the	Royal	African	
Society’s	 Annual	 Lecture,	 delivered	 in	 2013	 by	 Dr	 Nkosazana	 Dhlamini	 Zuma,	






So,	 we	 sat	 through	 and	 endured	 the	 lecture,	mostly	 because,	 as	 we	were	 to	 later	
discuss,	we	recognise	the	familiar	platitudes	about	Africa,	and	from	Africanists,	that	
characterised	many	such	events,	and	wondered	why	we	still	attended	them.	In	Shona,	
they	 say	 kwadzinorohwa	matumbu	 ndokwadzinomhanyira.	We	 are	 the	 case	 of	 the	
burnt	 child	 that	 still	 does	 not	 dread	 fire!	 Sam	was	 dressed	 in	what	 I	 was	 to	 also	
recognise	as	his	signature	style:	blue	jeans,	a	white	shirt	and	some	form	of	formal	shoe	
or	other,	with	a	well	combed	almost-afro.	He	was	one	of	many	to	emphasise	to	me	the	
importance	 of	 ‘looking	 good’	 and	 having	 a	 ‘good	 image’,	 especially	 after	 we	 had	









by	 the	 price	 of	 a	 pint,	 and	 discovered	 we	 had	 both	 attended	 the	 University	 of	
Zimbabwe,	knew	some	people	in	common,	and	a	camaraderie	was	born,	which	led	me	
to	being	 invited	to	Sanganai	bar,	at	Zimbabwe	House,	 the	Friday	of	 that	week,	and	
many	other	Fridays	to	come.	Sam,	having	been	in	Britain	for	over	a	decade,	was	now	
‘a	 lad’	of	some	sort,	and	knew	a	few	corners	and	crevices	of	 the	city	that	we	could	
squeeze	 into,	 for	 a	 ‘good’,	 though	 not	 often	 affordable	 time.	 To	 say	 corners	 and	
crevices	is	to	misname	our	difference	in	taste,	as	Sam	had	proclivities	for	the	smooth	
and	 shiny,	whilst	 I	was	 accused	of	 having	 the	 ‘SOAS’	 tendencies	 for	 the	 gritty	 and	
grimy.	I	tried	to	not	associate	his	tendencies	to	his	British	experiences!	
	
He	 became	 a	 bigger	 brother	 of	 some	 sort,	 and	 having	 a	 deeper	 pocket	 than	 I,	 the	





























at	 the	 end	 of	 the	 Central	 Line,	 at	 some	 thatched	 place	 that	 was	 supposed	 to	 be	













































the	 times	 they	 had	 been	 to	 South	 Africa,	 the	 friends	 and	 relatives	 there,	 and	 a	
multitude	 of	 opinions	 and	 experiences.	 Besides	 the	 apparent	 transnational	 and	
metropolitan	 connections	 between	 London	 and	 Johannesburg	 that	 were	 being	
brought	 up,	 I	 was	 once	 again,	 I	 felt,	 subject	 to	 a	 hierarchy	 of	 belonging,	 a	 young	
Zimbabwean	man,	learning	to	walk	the	tight	ropes	of	(racial)	existence	in	London,	and	





















by	 many	 for	 anti-Mugabe	 and	 ZANU-PF	 vigil	 protests	 every	 Saturday,	 called	 the	
Zimbabwe	Vigil,	 characterised	by	 song	 and	dance.	 I	 expressly	 avoided	 this	 overtly	
politicised	 space	 in	 my	 misguided	 notion	 that	 I	 was	 escaping	 the	 polarised	
politicisation	that	had	occurred	in	the	past	decade	in	Zimbabwe,	and	that	my	study	
was	 not	 about	 politics	 or	 political	music,	 and	 trying	 to	 go	 beyond	 Zimbabwe	 and	








floor.	 It	 has	 been	 in	 use	 for	 a	while.	 As	 one	 of	 the	 DJs	 had	 told	me,	 he	 had	 been	
patronising	 the	 place	 for	 over	 a	 decade.	He	 had	 come	 to	Britain	 during	 a	 school’s	













a	 somewhat	 negative	 image.	 One	 might	 imagine	 I	 have	 overplayed	 these	
manifestations,	though	seemingly	fickle,	of	a	hierachised	interest	in	(black)	collective	










forms	 of	 (re)presentation	 and	 respectability?	 Interestingly,	 another	 person	 who	
fussed	so	much	about	my	appearance	was	a	Zimbabwean	friend	I	made	during	this	
time,	 (openly	 gay	 being	 emphasised	 here	 because	 of	 the	 tensions	 around	 an	






edge,	 a	 suggestion	 of	 the	 fragmentary	 existences	 of	 a	 supposedly	 unitary	 identity,	
Zimbabwean,	 which	 excludes	 and	 threatens	 social	 and	 physical	 death	 in	 some	
instances,	 for	 people	 like	 him.	Which	 section	 of	 this	 Zimbabwe	was	 I	 supposed	 to	
represent	well?	
	
After	walking	down	 the	 stairs	 to	 the	bar	 in	 the	basement,	 one	 is	met	with	 framed	
images	 of	 a	 herd	 of	 elephants,	 another	 of	 the	 Victoria	 Falls	 (Mosi-oa-Tunya),	
































was	 difficult	 to	 get	 a	 precise	 date	 of	when	 the	 place	 had	 opened	 up	 to	 the	wider	
Zimbabwean	 community,	 but	 Mudhara	 Wala	 suggested	 he	 recollected	 starting	 to	




focal	point,	 for	 those	who	wanted	 to	express	 their	displeasure	at	 the	Zimbabwean	






politics	 ‘at	 home’”.	 So	 ‘the	 guys’	would	 discuss,	 against	 the	 background	 of	 seldom	
subtle	 or	 low	 music,	 impending	 elections	 in	 Zimbabwe,	 some	 recent	 political	
occurrence,	 or	 just	 bemoan,	 as	 usual,	 the	 absence	 of	 any	 women	 in	 the	 place.	






















the	 song,	 and	 the	 ways	 in	 which	 the	 soundtracks	 of	 and	 accompanying	 these	
experiences	 in	 Sanganai	 are	 present	 as	 played	 or	 performed	 in	 the	moment,	 as	 a	








which	 is	 an	 absence	 that	 is	 reiterated	 through	 conversation	with	 the	 (older)	men	
present,	 also	 heightens	 my	 awareness	 of	 the	 male-male	 encounters,	 as	 well	 as	





and	 the	 way	 it	 interacts	 with	 those	 present	 in	 constructions	 of	 space	 and	 sonic	
lineages	of	politics	and	memory.	There	is	a	 ‘sound	system’	 in	the	basement	and	on	
















the	 UK”.	 As	 Wade	 argues,	 music	 defines,	 represents,	 symbolises,	 expresses,	
constructs,	mobilises,	incites,	controls,	transforms,	unites,	and	so	much	more	(Wade,	








and	Simon	Chimbetu,	and	eat,	 in	 large	quantities,	 small	 colourful	 sweets	we	called	
‘viscose’.	
	
When	 these	 songs	 were	 played,	 they	 would	 sometimes	 be	 accompanied	 by	 small	
anecdotes	referring	to	“zvinhu	pazvanga	zvakanaka	muZimbabwe”,	when	things	were	
good	 in	 Zimbabwe.	 The	 musical	 journey	 on	 a	 night	 could	 move	 from	 Thomas	
Mapfumo’s	‘Pemberai’	and	Marshall	Munhumumwe’s	‘Makorokoto’,	encouragements	
for	 the	 celebration	 of	 Zimbabwe’s	 attainment	 of	 independence	 in	 1980,	 from	 the	
latter’s	 calling	 for	 the	 gwenyambira’s—those	 who	 play	 the	 mbira—to	 come	 and	















songs	 evaporate	 in	 the	 circumstances	 of	 the	 presence	 of	 some	 of	 these	men,	 and	
women	in	Britain,	in	the	lyrics	of	later	songs	by	Thomas	Mapfumo,	who	moves	from	a	
celebrated	nationalist	 Chimurenga	musician,	 to	 an	 exile,	 protesting	 the	 corruption	
and	general	deficit	in	post-independence	Zimbabwe,	a	deficit	which	has	seen	many	of	
us	becoming,	not	the	tourists	or	travellers	of	the	global	imaginary,	but	(conceptual)	
vagabonds	 that	 consistently	 sit	 on	 the	margins,	 as	 lived,	 and	 as	 articulated	 in	 the	






abjection	 (subjection),	 yet	 it	 brings	 out,	 through	 the	 songs	 and	 conversation,	 the	
ironies	that	accompany	a	place	that	becomes	a	rallying	point	for	Zimbabweans	and	
the	contradictions	that	come	with	being	part	of	a	fractured	and	emergent	diasporic	
community,	 as	 well	 as	 a	 fractured	 place	 of	 imagined	 origin.	 From	 moving	 to	 the	
celebratory	rhythms	of	a	then	nascent	and	promising	Zimbabwe,	other	songs	would	
sound	a	metaphoric	invocation	and	call	for	guidance	and	protection,	in	the	‘dangerous	
forests’	 of	 migrant	 existence.	 Songs	 such	 as	 Mapfumo’s	 ‘Nyoka	 Musango’	 and	
Munhumumwe’s	‘Ndibvumbamireiwo’	lyrically	detail	the	challenges,	and	can	be	read	








































obvious	 age/intergenerational	 tastes,	 I	would	 get	 the	 sense,	 from	 the	 reactions	 to	
music,	and	conversation,	that	Sanganai	is	also	a	space	others	want	to	construct	as	pan-
African,	 as	witnessed	by	 the	different	 patrons	 from	Uganda,	Kenya,	Malawi,	 South	
Africa	and	Ghana,	among	other	countries,	who	would	pass	through	the	place.	After	

































the	 observation	 by	 Jazeel	 that	 musical	 practice	 carves	 spaces	 of	 performance,	
expression	and	culture,	 and	how	 it	 shapes	 social	 spaces	of	 identity,	belonging	and	
community	(Cohen,	1995;	Jazeel,	2005).	The	geography	of	the	imagination	is	aroused	
within	 the	confines	of	a	basement,	 taking	 these	people,	dancing	and	 listening,	 into	
















they	 had	 grown	up	 together	with,	 one	 of	whom	 turned	 out	 to	 be	 the	mother	 to	 a	
prominent	singer,	who	I	was	to	meet	(the	mother)	later	many	times,	as	well	as	seeing	








































a	danger	 that	being	 in	 the	diaspora,	people	were	 losing	 their	 ‘Zimbabwean	values’	
growing	between	two	cultures.	A	certain	logic	of	respectable	femininity,	a	corollary	of	
what	Dominic	Pasura	has	called	respectable	masculinity	in	the	diaspora,	seems	to	also	
pervade	 the	 space	 of	 the	 bar	 (Pasura,	 2008;	 Pasura,	 2014).	 	 These	 ideas	 of	
respectability	 also	pervade	 the	 space	of	 the	 church	and	 religious	musicking.	Many	

























explained	 in	 a	 talk	 in	 Oxford	 by	 Pasura.	 There	 are,	 it	 appears,	 different	 kinds	 of	
drinking	alcohol	visas	that	men	have	to	bargain	for	(Pasura,	2014).	







and	 romantic	 ties	 that	 invoke	 homeland	 sites	 such	 as	 KwaMereki	 and	
kwaMushandirapamwe18,	 predominantly	 male	 sites	 of	 sociality	 where	 hegemonic	
ideas	 of	 being	 a	 Zimbabwean	man	 are	 enacted	 and	 negotiated.	 In	 recognising	 the	





Yet,	 in	 moments	 of	 intoxication	 and	musical	 reverie,	 some	 of	 these	 ‘Zimbabwean	
cultural’	tenets	seemed	to	dissolve,	becoming	contingent	on	the	levels	of	intoxication,	
the	music	played,	or	the	willingness	of	the	participants	in	the	performance	to	bend	




































the	 Rick	 Ross	 lookalike,	 waiting	 for	 his	 turn	 to	 plug	 his	 phone	 in	 and	 play	 some	
Chitekete	from	Leonard	Dembo.	I	really	do	not	want	to	be	hugged	though!	Sanganai	
bar	exists	as	that	communal	and	‘communing’	space,	reaffirming	some	idea	and	sense	




there,	 replaced	by	 a	 younger	woman.	 The	presence	 of	 a	 new	person,	 a	 new	body,	
reconfigured	the	space	of	the	kitchen,	and	the	comfort	with	which	we	used	to	walk	in	
and	out	and	crack	jokes	with	the	old	lady	we	called	ambuya,	grandmother.	She	had	





























judgements	 about	 the	 lack	 of	 respectability	 in	 this	 performance.	 I	 was	 obviously	
worried	because	she	was	drunk,	and	a	woman.	Sometimes,	as	has	been	argued	by	
others,	you	recognise	that	our	values	(those	that	have	been	inculcated	in	us)	are	not	
like	 our	 coats,	 that	we	 can	 take	off	 and	hang,	 suspend	 as	we	 inhabit	 ‘the	 field’,	 or	
engage	in	conceptual	analysis.	
	





converse	 in	 an	 elsewhere	 within	 an	 elsewhere,	 evoking	 Simmel’s	 dialectic	 of	 the	
double	 boundary	 (Weinstein	&	Weinstein,	 1989).	 The	 inside	 and	 outside	 here	 are	




















Zimbabwe,	 such	 insightful	 and	 empathic	 lyrics	 go	 a	 long	 way	 in	 making	




























has	 argued	 that	 Mtukudzi’s	 music	 enables	 audiences	 to	 symbolically	 reposition	

















































the	music,	and	asks	what	one	of	his	 songs,	which	says	 tumirai	 shoko,	means.	After	























Oilver	 Mtukudzi,	 Heritage	 Survival,	 Sulumani	 Chimbetu,	 Shingai	 Shoniwa.	 The	
richness	is	evident,	to	me	at	least.	
	












That	 gap	 I	 felt	 seems	 closed	 when	 Sulumani	 joins	 Tuku	 on	 stage,	 and	 there	 is	 a	
vibrancy,	an	energy,	that	I	was	not	feeling	before.	A	duet	of	young	and	old,	in	some	
ways	 a	 performance	 of	 the	 sun	 rising	 and	 the	 sun	 setting,	 simultaneous	
manifestations	of	the	continuum	of	life	and	creative	energy,	that	have	defied	time,	and	
place,	 and	 travelled	 across	 seas	 and	 borders.	 Who	 will	 deport	 music,	 put	 it	 in	
detention,	or	unleash	the	spirit	of	batai	munhu	upon	it?	Music	becomes	borderless	in	
transcending	differences	of	age,	class	and	gender	in	moments,	and	in	also	enabling	
























the	 whole	 night	 went,	 that	 is	 how	 good	 the	 music	 is.	 It	 is	 already	 morning	 on	 a	
















and	memory,	 the	creation	of	a	 symbolic	place,	a	 space	 that	we	can	go	back	 to	and	
imagine	Zimbabwe	(Kyker,	2013,	2016).	 	The	musicking,	 the	dancing,	gyrating,	 the	
shouting	of	songs	that	people	want	Mtukudzi	to	sing	and	the	singing	along	become	
part	of	an	embodiment	of	not	just	pleasure	and	the	conviviality	created,	but	of	that	









in	 the	 sense	 of	 community	 and	 the	moral	 economies	 of	 religion,	whilst	 also	 being	
found	 in	 these	 convivial	 spaces	 that	 are	 sometimes	 derided	 for	 going	 against	 the	
morality	 of	 the	 church	 and	 the	unhu.	 Yet,	 as	 Kyker	 observes,	Mtukudzi’s	music	 is	
firmly	entrenched	in	the	indigenous	Shona	cosmologies	of	unhu,	and	is	as	crucial	in	









of	 convivial	 spaces,	 and	 how	musicking	 remains	 a	 rejection	 of	 abjection,	 where	 a	
shared	 understanding	 of	 the	 vagaries	 of	 diasporic	 journeys	 exists	 between	
performers	 and	 audiences,	 because	Britain	 is	 ‘cold’	 not	 just	 in	weather,	 but	 in	 the	
kinds	 of	 dislocation	 the	 elsewhere	 brings.	 Music	 from	 home	 becomes	 a	 collective	
















So	 far,	 it	 is	 evident	 from	 the	 experiences	 I	 have	 explored	 that	 Zimbabweans	 have	
historically	engaged	with	music	in	ways	that	resist	abjection,	allowing	place-making	




stay	 in	 one	place.	 It	 is	 a	 statement	which	 functions	 against	 a	 received	 ‘wisdom’,	 a	
sometimes-essential	understanding	of	what	it	means,	or	how	one	wants	or	desires,	to	
belong.	 It	 is,	 in	 a	 way,	 a	 railing	 against	 embodying	 fixity,	 stasis,	 a	 refusal	 of	 any	





















as	 some	 kind	 of	 intellectual/epistemological/theoretical	 promiscuity,	 is	 as	 much	
embodied	 as	 it	 is	 written,	 circulated	 and	 imagined.	 The	 grammars	 of	 describing,	
defining,	categorising	and	explaining	experience	lent	themselves	to	different	kinds	of	









subjugation,	 defiance	 and	 death.	 The	 (black)	 Zimbabwean	 body	 is	marked	 by	 the	






across	 various	 modes	 of	 thinking	 and	 seeing	 that	 allow	 for	 trans/multi-versal	
conceptualisations?	 Is	 there	 a	 one	 of	 us/one	of	 them	 conundrum?	 It	 is	 a	 situation	
reminiscent	of	the	insider-outsider	complication,	where	I	have	existed,	‘in	the	field’,	
as	 someone	 who	 pre-reflectively	 belongs	 to	 the	 category,	 and	 thus	 place,	
Zimbabwean,	whilst	 also	 trying	 to	 gain	 access	and	 become	 accepted	 as	 part	 of	 an	
emergent	 Zimbabwean	 diaspora.	 It	 produces	 that	 fascinating	 ‘post-fieldwork’,	
sometimes	hilariously	anti-climactic	declaration	one	is	wont	to	make,	that	I	became	
one	of	them.	But	did	I?	Teasing	out	some	of	the	contentions	around	place,	home	and	
belonging	also	demands	asking	what	are	 the	 frames	of	 intelligibility	 that	create	or	












or	 other).	 The	 frames	 of	 intelligibility	 already	 create,	 and	 become	 a	 site	 of	
establishing,	 stabilising	 and	 circulating	 understandings	 of	 home	 and	 belonging,	 in	
place	and	space	as	physical	and	material	or	as	imagined.	
	
Invoking	Doreen	Massey,	 Neely	 and	 Samura	 acknowledge	 that	 space	 is	 contested,	









processes	 of	 the	 prevailing	 social	 order	 within	 which	 migrancy	 and	 diaspora	
experiences	 are	 to	 be	 found.	 They	 become	 spaces	 of	 imagining,	 the	 ‘time	 travel’	







place	 and	 belonging	 reveals	 the	 kinds	 of	 tensions	 I	 have	 about	 where	 I	 am,	 and	
whether	I	belong	or	want	to	at	all.	Like	Alice	Walker,	do	I	think	transiency	as	desirable	
or	do	 I	subscribe	 to	a	desire	 for	home	as	stable	and	enduring?	Neither	and	both.	 I	
imagine	 home,	 as	 and	 in	 place,	 as	 fickle	 and	 punctuated,	 as	 it	 is	 in	 memory	 and	
aspiration.		
	
It	 is	 my	 position	 that	 emplacement,	 as	 an	 intertwinement	 of	 home,	 place	 and	











da	 Silva	 is	 of	 the	 view	 that	 even	 as	 one	 considers	 the	 arguments	 around	 the	
reproduction	 of	 social	 and	 conceptual	 death	 (Da	 Silva,	 2014),	 	 that	 invoking	 and	
utilising	 the	 invented	 idea	 of	 race	 (just	 as	 Gilroy	 also	 variously	 grapples	with	 the	
utility	 of	 race	 as	 a	 conceptual	 and	 analytic	 lens,	whilst	 recognising	 its	 import	 still	
(Gilroy,	1990,	1998,	2012)	)	  the	category	of	blackness	exists	in/as	thought,	always	
(maybe	often,	 I	would	say)	already	 in	the	historical	 imagination	and	the	present,	a	
referent	of	commodity,	an	object	and	the	other,	as	fact	beyond	evidence.	
	
Starting	 with	 Alice	 Walker	 is	 in	 this	 conversation	 a	 way	 of	 placing	 race	 and	














specifically	 spatial	 may	 be	 conceived	 of	 as	 an	 inherently	 dynamic	 simultaneity.	
Moreover,	since	social	relations	are	inevitably	and	everywhere	imbued	with	power	
and	meaning	 and	 symbolism,	 this	 view	 of	 the	 spatial	 is	 as	 an	 ever-shifting	 social	
geometry	 of	 power	 and	 signification.	 Such	 a	 way	 of	 conceptualising	 the	 spatial,	
moreover,	 inherently	 implies	 the	 existence	 in	 the	 lived	 world	 of	 a	 simultaneous	






















Lefebvre	 imagines	 space	 as	 exploding,	 always,	 on	 all	 sides,	 at	 different	 levels	 of	










the	 fore	 by	 having	 this	 conversation	 around	 belonging,	 especially	 in	 relation	 to	
Zimbabweans	in	London.	The	received	categories	Zimbabwe,	Zimbabwean	(lumped	
together	with	black	or	African	 in	Britain)	already	places	 the	migrant	 in	a	physical,	
geographical	territory.	It	is,	in	common	parlance,	their	home	country,	but	is	it?	With	
many	leaving	a	repressive	Rhodesia,	and	those	arriving	in	Britain	post-2000	escaping	




















the	 British,	 because	 I	 am	 a	mafikizolo,	 a	 new	 arrival.	 By	 calling	me	 this	 name,	 he	























With	Bob	Marley	performing	 in	Zimbabwe	at	 independence,	 the	 transnational	and	
diasporic	musical	connections	of	that	generation	of	Zimbabweans	were	at	the	fore.	
Bodies	 that	 traversed	 the	 Atlantic,	 descendants	 of	 enslavement,	 were	 part	 of	
transnational	modes	of	anti-colonial	resistance,	and	travelled,	as	the	music	they	were	
producing	did.	Zimbabwean	bands	in	the	‘70s	and	‘80s	in	London,	such	as	The	Stars	
of	 Liberty,	 represented	 an	 emergence	 of	 new	ways	 of	 being	 elsewhere,	 as	well	 as	
aspirations	 of	 place.	 In	 Chimurenga	 music	 legend	 Thomas	 Mapfumo’s	 pre-
independence	 songs,	 which	 were	 popular	 amongst	 transnational	 communities	 of	
Zimbabweans,	 Zimbabwe	 was	 invoked	 as	 a	 future,	 a	 place	 in	 the	 tomorrow,	 an	
aspiration	 that	 could	be	attained	 in	 the	aftermath	of	 settler	 colonialism.	 Images	of	





In	 the	earlier	 story	of	 the	 lady	who	 told	me	 the	 story	how	when	 she	had	 come	 to	
Britain	 to	 claim	 asylum,	 one	 of	 the	 few	 things	 she	 carried	 with	 her	 was	 an	 Alick	
Macheso	cassette.	She	bought	a	small	radio	and	would	play	this	cassette	again	and	
again	between	shifts.	She	felt	that	in	the	piece	of	plastic	and	ribbon	that	produced	the	
voice	 of	 Alick	 Macheso	 and	 the	 guitars	 of	 sungura,	 she	 was	 carrying	 fragments,	
sounds,	 rhythms,	words	of	a	place	she	called	home.	These	 fragments	have	become	
more	and	more	vestigial,	tiny	dots	receding	over	the	horizon.	She	has	had	to	learn	to	
















Her	 children	 like	 different	 forms	 of	 music.	 They	 do	 not	 remember	 much	 about	
Zimbabwe.	It	 is	a	name,	a	place	that	sounds	to	them	like	when	someone	calls	your	











from	 one	 place	 and	 moment	 to	 the	 other,	 so	 are	 the	 lives	 and	 experiences	 of	
Zimbabweans	not	seamless,	even	as	one	assumes	an	originary	source,	a	journey	from	






sat	 in	 a	 room	at	 LSE,	 next	 to	 a	 South	African	 young	man,	who	has	 learnt	 to	make	
London	home,	and	Zimbabwean	writer	Brian	Chikwava,	who	has	done	the	same.	We	
listened	to	Hugh	Masekela	sing	‘Stimela’,	play	his	trumpet	and	mimic	the	sound	of	the	
train,	 songs	 of	migration,	 carrying	migrants	 from	 Zimbabwe,	 Zambia,	Malawi	 and	
Angola,	to	the	mines	of	South	Africa.	We	listened	to	him	talk	about	the	legacy	of	Steve	
Biko	 and	 black	 consciousness,	 the	 place	 of	 music	 in	 the	 anti-colonial	 and	 anti-
apartheid	struggles.	 In	that	room,	we	traversed	places	and	spaces	through	musical	
practice,	and	I	carried	the	places	with	me	in	my	body.	I	often	felt	this	way	at	Sanganai	















are	usually	designated	as	 something	else,	 such	as	 sports	 clubs	and	 fitness	 centres.	
Over	a	weekend,	especially	Sundays,	these	are	turned	into	social	spaces	by	the	food	
and	music,	and	a	general	irreverence	for	the	kinds	of	performances	of	migrancy	that	





place	 impose.	 To	 agree	 with	 Massey	 in	 conceptualisation,	 place	 in	 spatially	
unbounded	ways	 is	not	to	 ignore	how	diasporic	 journeys	are	 indeed	bordered	and	
bounded.	 In	 contemporary	 Britain,	 when	 a	 political	 party	 such	 as	 UKIP	 garners	
support,	and	when	the	idea	of	Fortress	Europe	grows	stronger	and	more	insidious	





















to	migrants,	has	a	particular	 economic	 character,	which,	 in	 recent	years	has	made	
living	in	the	place	impossible	for	some.	Conversations	around	gentrification	suggest	











diminishing	 the	 experiences	 and	 consequences	 of	 the	material.	 The	 imagined	 and	
aspirational	find	an	ally,	maybe,	in	the	virtual.	As	the	experience	of	Catherine	shows,	
the	generation	of	Zimbabweans	coming	 to	Britain	post-2000,	even	 those	who	may	
have	 initially	 carried	 cassettes,	have	benefitted	 from	 the	 constructions	of	 a	 virtual	






a	 right	 to	 be	 in	 a	 place	 based	 on	 a	 tracing	 of	 bureaucratic	 trails.	 Borders	 and	
boundedness	 are	 as	 much	 part	 of	 the	 experience	 of	 being	 Zimbabwean	 in	 the	
elsewhere,	as	are	places	that,	through	musicking,	mediate	social	relationships	in	the	









We	have	 so	 far	 traversed	 the	different	historical,	 affective,	 transnational	moments	
that	manifest	the	forms	of	conviviality	that	Zimbabweans	are	part	of	in	this	elsewhere.	
These	 different	 moments	 revolve	 around	 the	 kinds	 of	 sociality	 that	 ensue	 out	 of	
musical	 places	 and	 spaces,	 and	 become	 part	 of	 the	 broader	 negotiation	 of	 being	
Zimbabwean	in	Britain.	In	what	follows,	I	extend	these	positions	to	the	space	of	the	
gochi-gochi,	 the	 barbecue	 space,	 and	 Zim-dancehall,	 a	 version	 of	 dancehall	 music	
borrowed	 from	 Jamaica.	 Zim-dancehall	 has	 been	 recognised	 as	 having	 an	 appeal,	
particularly	to	young	Zimbabweans,	but	also	to	a	wider	audience,	because	of	its	social	
commentary.	 In	 a	 Zimbabwe	 that	 continues	 to	 face	 numerous	 socio-political	 and	
economic	challenge,	such	music	is	viewed	as	an	avenue	for	expressing	discontent	and	
multiple	 views	 on	 what	 obtains	 both	 within	 and	 outside	 the	 country	 (Ureke	 &	
Washaya,	2016).	
	




belonging	 in	 the	 elsewhere.	 The	 gochi-gochi	 and	 Zim-dancehall	 also	 function	 as	
examples	of	how	Zimbabweans	reconfigure	and	transform	place	and	space,	so	that,	
even	as	the	well-known	venues	where	Zimbabweans	used	to	meet,	as	expressed	by	
Fred	 Zindi	 and	Wala,	 are	 increasingly	 closing,	 new	 spaces	 of	 conviviality	 emerge,	
which	ensure	that	the	diasporic	experience	is	not	solely	that	of	incessant	work	and	



















Notinghill	 Carnival	 historically	 (Burr,	 2006;	 Gutzmore,	 1982;	 Jackson,	 1988),	 also	
abound	as	the	event	was	disrupted	several	times	by	police	who	came	to	inform	the	
organisers	 that	 the	neighbours	were	complaining	about	noise,	when	the	event	had	
received	 clearance.	 One	 of	 the	 organisers	 assured	me	 that	 I	 had	 no	 reason	 to	 be	
surprised,	 because	 the	 police	 had	 come	 to	 every	 event	 they	 had	 hosted	 with	 an	





from	 the	 days	 before	 and	 following	 the	 Brixton	 riots	 (Gilroy,	 1982)	 to	 the		
investigation	into	the	deaths	of	Stephen	Lawrence	(Cottle,	2004;	Yuval-Davis,	1999)	
and	Mark	 Duggan	 (Elliott-Cooper,	 2013;	 Murji	 &	 Neal,	 2011),	 among	many	 other	
cases.	 Embedded	 in	 relationships	 of	 race	 and	 sociality	 in	 Britain,	 musicking	 for	
Zimbabweans	in	Britain	is	at	times	fraught	with	the	kinds	of	surveillance	and	policing	
that	have	historically	characterised	black	existence	in	this	elsewhere.	As	sites	for	the	






The	 first	 time	 some	 of	my	 friends	 viewed	 videos	 of	 several	 events	 I	 had	 covered,	
especially	the	Zimbabwe	Cup	Clash,	modelled	on	the	Jamaican	dancehall	cup	clashes,	













the	 dining	 halls	 most	 Saturdays	 for	 a	 record	 evening,	 what	 was	 called	 R.E.	 Using	
mostly	cassettes,	and	a	few	CDs,	we	would	sweat,	jump	up	and	down	and	leave	a	sticky	
dining	room	floor,	for	what	seemed	like	all	night,	when	it	was	just	about	three	hours.	
Many	 Zimbabweans,	 from	 before	 the	 time	 Bob	 Marley	 performed	 at	 Zimbabwe’s	
independence	 celebrations,	 and	 since	 then	 even	more,	 have	 grown	up	 listening	 to	








dub	 poetry,	 that	 was	 played	 incessantly	 early	 in	 the	 morning	 by	 the	 major	 state	
broadcaster	in	Zimbabwe,	the	Zimbabwe	Broadcasting	Corporation.	The	import	of	the	



















the	DJs	 Jah	Seed	and	Admiral.	 Jah	Seed	 is	a	Zimbabwean	who	has	performed	with	
South	African	band	Bongo	Muffin,	adding	Shona	lyrics	to	their	songs.	It	is	at	Bassline	
that	 I	 first	 saw	Winky	D,	 a	 Zim-dancehall	 artist,	who	would	 go	 on	 to	 tour	 the	UK,	
Australia	and	Canada,	among	others.	He	grew	so	big	(in	musical	stature)	that	he	was	
even	invited	to	come	and	perform	at	a	beer	festival,	with	Angolan	Cabo	Snoop,	at	the	
institution	 where	 I	 was	 studying.	 It	 is	 not	 an	 anomaly	 to	 walk	 the	 streets	 of	
Zimbabwean	 townships	 and	 find	 mostly	 young	 men	 sitting	 on	 street	 corners,	
speakers	 outside	 their	 house	windows	 blaring,	 as	 they	 listen	 to	 some	 reggae	 and	
dancehall.	It	used	to	be	serious	social	capital	to	know	the	latest	riddims	and	the	big	
sound	systems.	It	is	also	thus	not	a	surprise	to	see	how	even	as	dancehall	has	grown	




























enjoyed,	we	milled	 around	with	Mudhara	Wala	waiting	 for	 the	performance.	On	 a	
previous	 occasion,	 there	 had	 been	 some	 publicity	 that	 a	 band	 would	 play.	









the	gochi-gochi	 is	usually	portrayed	as	a	 family	 friendly	space,	 I	wondered	many	a	
time	why	children	would	be	present	in	the	place	into	the	evening,	as	people	danced	













they	did	not	have	 ‘education’	and	were	 interested	 in	 forms	of	materiality	 that	had	
nothing	to	do	with	the	kind	of	knowledge	economy	I	was	interested	in,	in	his	eyes.	The	
gochi-gochi	women,	to	Sam,	were	not	respectable	enough.	Conversations	I	had	did	not	












eyelashes	 and	 jacket	 with	 the	 name	 of	 an	 American	 basketball	 team,	 are	 you	 a	

















talked	 about	 some	 charity	work	 that	 she	was	 fundraising	 for	 and	 a	 book	 she	was	
launching.	I	cannot	say	I	paid	the	speech	much	heed,	as	I	was	eager	to	see	Squanda.	It	
was	good	to	see	someone	try	to	do	some	charity	work,	but	well,	on	a	day	where	most	





to	 the	 front	 of	 the	 stage	 hollering.	Dressed	 in	 some	 red	 sleeveless	 shirt	 and	black	


















femininities	 she	 celebrates	 in	 this	 instance	 are	 in	 direct	 contrast	 to	 the	 demure	
‘educated’	and	‘non-materialistic’	woman	that	Sam	imagines	to	satisfy	the	tenets	of	
the	moral	 economy	 that	 shapes	 the	 ‘good	 Zimbabwean	woman’.	 In	 disrupting	 the	







exactly	 that	 danger	 that	 these	 men	 who	 claim	 to	 desire	 and	 police	 respectable	
femininities	are	 complicit	 in	 reproducing	anyway.	Or	maybe	 I	 listened	 to	 the	 song	
more	 with	 an	 eye	 for	 instances	 that	 subverted	 notions	 of	 respectability	 that	
dominated	 Sanganai.	 As	 one	 friend,	 George,	 said	 to	 me,	 “It’s	 like	 how	 it	 was	 in	
Zimbabwe.	In	some	of	these	spaces,	the	women	you	meet	are	like	your	sisters.	So	once	
you	and	I	know	the	same	women,	our	turf	moves	elsewhere,	because	it	is	as	if	we	are	
committing	 some	kind	of	 ‘incest’.”	 I	would	not	 imagine	 that	 Squanda	was	worried	
about	that	in	her	song.	Within	this	diasporic	musical	space,	she	seems	to	be	saying,	if	
these	men,	who	claim	to	be	brotherly,	are	interested	in	staking	a	claim	to	particular	







The	 fact	 that	 the	 young	 women	 who	 perform	 in	 Zim-dancehall	 exist	 already	 in	
contexts	as	women,	by	definition,	does	not	deter	most	of	them	from	adding	‘Lady’	to	
their	 names,	 like	 Lady	 Squanda.	 One	 observation	 is	 that	 this	 also	 comes	 from	 the	
Jamaican	scene,	where	a	popular,	well	known	female	name	from	Jamaican	dancehall	
in	 Zimbabwe	 is	 Lady	 Saw.	 Lady	 Saw	 is	much	 closer	 in	 lyrics	 and	 performance	 to	







Zim-dancehall	with	 a	 lady	who	 quickly	 proceeded	 to	 tell	me	 how	 she	was	 keenly	







and	 smiling	 endlessly,	 she	 conjures	 up	 the	 image	 of	 a	 dominatrix,	 of	 the	 female	
performer	 in	control	of	a	dance	 that	 is	 sexual,	grinding	on	 the	man’s	crotch	 to	 the	
excitement	 of	 the	 crowd.	 As	 she	 does	 her	 ‘twerking’	 and	 the	 performance	 hits	 its	
crescendo,	I	cannot	help	seeing	the	stark	contrast	in	the	performance,	and	the	(not)	
acquiescing	to	notions	of	respectability	that	abounds	in	the	continuum	of	spaces	such	
as	 Sanganai,	gochi-gochi	 and	Dunstable,	 as	well	 as	 the	 religiously	 derived	 ideas	 of	
migrant	 piety	 against	 the	 onslaught	 of	 a	 culture	 that	 is	 ostensibly	 eroding	 the	
‘Zimbabweanness’	of	many.	
	
It	 is	 tempting	 to	 regard	 the	 (re)inventions	 and	 (re)imaginings	 of	 Zimbabwean	













performances	of	gender	 I	 encounter	and	 interpret	as	manifestations	of	dislocation	






1993b)	 reveals	 how	 those	 repeatedly	 pushed	 to	 the	 margins,	 by	 grammars	 and	
practices	of	exclusion,	and	alienated	by	the	structures	that	bestow	legitimacy,	often	













and	 policing	 and	 gender,	 amongst	 the	 myriad	 conceptualisations	 that	 can	 be	
generated.	
	











the	 Zim	 Cup	 Clash,	 a	 concept	 drawn	 from	 the	 sound	 clash	 of	 the	 sound	 systems	
popularised	 through	 dancehall	 music	 in	 Zimbabwe.	 This	 event	 sees	 many	
Zimbabweans	gather	to	enjoy	drink,	music	and	the	company	of	other	Zimbabweans.	
In	 2014,	 I	 found	myself	 covering	 the	 clash,	 offering	me	 another	 opportunity	 of	 an	
experience	of	Zim	dancehall.	This	is	one	space	and	moment.	
	


















The	 myriad	 consequences	 that	 accompany	 the	 cries	 of	 gentrification	 and	 the	


















































place	 in	 Croydon.	 The	 following	week,	 I	 caught	 a	 train	 to	 Croydon,	 and	met	 him.	
Getting	to	his	house,	I	thought	twice	about	engaging	with	him,	seeing	the	state	of	the	
mail	at	his	door,	the	way	things	were	scattered	all	over	the	place,	and	a	general	air	of	






be	 a	 very	 helpful	 contact,	 and	 provided	me	 access	 to	many	 events,	 the	 cup	 clash	







It	 is	 against	 this	 background	 then,	 that	 I	 found	 myself	 scurrying	 again	 to	 get	 to	
Croydon,	and	then	to	join	the	kind	but	scattered	British	man	on	the	drive	to	Dunstable.	
He	often	drove	like	a	demon,	accelerating	and	then	having	to	brake	so	suddenly	that	I	























in	 looking	 for	 these	 venues.	 I	 was	 also	 to	 later	 understand	 that	 the	 people	 who	


































Giant	speakers	went	up,	decks	 for	 the	DJs	were	put	on	the	stage	and	security	 took	
their	 position.	 As	 time	went	 by,	 the	 bodies	 started	 swaying	 to	 the	music,	 and	 the	
numbers	 increased.	 I	 had	 imagined	 the	 event	 to	 be	 popular,	 but	 not	 in	 the	way	 it	
turned	 out.	 I	 had	 to	 fend	 off	 drunken	 people	 who	 would	 try	 to	 speak	 into	 the	
microphone	 as	 I	 was	 doing	 interviews,	 or	 jump	 on	 me	 and	 hug	 me	 and	mumble	









were	murmured	pertaining	 to	 the	glaring	 leisure	centre	 lights	 that	made	the	place	











































soundtrack	 of	 revolution	 and	 resistance	 in	 Britain,	 reggae	 also	 forged	 these	
transnational	 connections,	 and	 found	 a	 place	 in	 the	 Zimbabwean	 imaginary.	 As	 a	
vehicle	 of	 expressing	 the	 trials	 and	 tribulations	 of	 oppression,	 love,	 displacement,	
slavery,	and	being	a	general	 form	of	social	commentary,	 it	 is	no	surprise	 that	Zim-
dancehall	emanates	from	these	‘ghetto’	youths,	and	finds	a	place	in	the	gochi-gochis	
and	 leisure	 centres	 where	 Zimbabweans	 who	 know	 the	 experience	 of	 dancehall	

















precarious	 work	 on	 one	 end	 and	 debauched	 nights	 on	 the	 other.	 Of	 course,	 a	 lot	
happens	 in	 the	 interstices.	 Births,	 deaths,	 weddings,	 separations.	 I	 am	witness	 to	






he	 comes	 from,	 one	 of	 the	 high-density	 areas	 of	 Harare.	Was	 it	 not	 the	 UK	 then,	
because	it	reminded	him	of	Zimbabwe?	Or	like	all	these	other	spaces	I	explore,	the	
thrust	was	to	actually	create	an	environment,	whether	by	design,	or	 inadvertently,	





is	 an	 opportunity	 for	 them	 to	 get	 away	 from	 home.	 Many	 have	 come	 with	 their	
brothers	or	boyfriends,	or	other	young	women.	Some	laugh	uproariously	about	their	
parents	finding	out	about	the	show	and	what	they	were	wearing,	and	still	let	me	take	
pictures	 and	 video	 footage	 of	 them.	 Dancehall	 is	 often	 accompanied	 by	 certain	
movements	of	the	body,	which	in	the	hegemonic	understanding	of	the	Zimbabwean	
moral	 economy,	 especially	 the	 religious	 one,	 would	 be	 regarded	 as	 outrageous.	 A	






look	away,	or	 increase	the	volume	of	 the	conversation.	Attendant	 to	 this	 is	also	an	
understanding	 of	 gender	 performance	 and	 the	 policing	 of	 young	 women’s	 sexual	


























Shona	 refers	 to	 a	 condition	 in	 which,	 often	 men,	 lose	 their	 moral	 compass	 after	
consuming	 alcohol.	 They	 lend	 themselves	 to	 behaviour	 regarded	 as	 immoral	 and	
unacceptable,	and	this	is	often	accompanied	by	violence.	There	are	tales	of	the	man	
who	is	refused	by	alcohol	and	always	ends	up	abusing	their	wife,	and	even	beating	up	






in	 the	 bodies	 of	 some	 in	 Dunstable.	 The	 performance	 that	 accompanies	 alcohol	
consumption	was	discomforting	and	as	I	highlight	in	some	of	my	experiences,	I	was	






and	 being	 carefree,	 an	 awareness	 that	 the	 elsewhere	 is	 a	 policed	 place,	 these	 are	
marked	bodies.	I	find	myself	thinking,	like	the	priest	at	Zimbabwean	mass,	what	about	
the	police/surveillance?	Your	record?	People	can	be	deported.	What	will	people	at	







During	 my	 fieldwork,	 as	 well	 as	 outside	 it,	 there	 were	 several	 reported	 cases	 of	
accidents	 in	 which	 Zimbabweans	 had	 been	 involved	 in,	 and	 the	 rumours	 that	




Locating	Zimbabweans	as	part	 of	historical	 genealogy	of	black	presence	 in	Britain	


























Zimbabwe,	 the	 Mau	 Mau,	 Mzee	 Kenyatta	 and	 facing	 Mount	 Kenya,	 issues	 around	





In	 line	 with	 my	 attempt	 at	 exorcising	 the	 ghosts	 of	 polarised,	 binary	 inundated	
Zimbabwean	politics,	I	steered	away	from	explicit	politics	in	such	spaces,	as	I	did	at	
Sanganai.	I	do	remember,	on	one	occasion,	talking	to	someone	who	was	involved	with	








political	 views,	 and	 even	 when	 we	 greeted	 one	 another,	 there	 was	 this	 lingering	





divergences	on	how	we	 thought	about	Zimbabwean	politics.	 I	 thought	 there	might	
have	 been	 room	 for	 convergence,	 and	 that	 there	 may	 be	 room	 for	 further	
conversation,	 but	 I	 decided	 to	 stop	 scratching	 this	 itch.	Although	 I	 am	not	 a	 card-
carrying	member	of	the	staying	objective	and	an	observer	party,	I	am	well	aware	of	







deplorable	 and	 deserving	 of	 rebuttal.	 	 I	was	 to	 find	myself,	 as	 I	 have	 pointed	 out	
elsewhere,	in	similar	situations,	where	I	would	not	intervene	directly,	or	speak	up,	so	
as	 not	 to	 align	myself	with	political	 views	 that	would	 jeopardise	my	position	 as	 a	
researcher.	 It	 was,	 as	 Sara	 Ahmed	 writes	 (Ahmed,	 2014),	 like	 hitting	 one’s	 head	
against	a	wall,	and	swelling	up	inside,	because	I	had	chosen	to	do	this	very	work	on	
living	elsewhere,	because	of	the	kinds	of	dislocation	and	displacement	that	came	with	
what	 came	 to	 be	 known	 as	 the	 ‘Zimbabwean	 situation’.	 To	 then	 be	 engaged	 in	
conversations	 that	 deny,	 if	 not	 the	 traditional	 push/pull	 factors,	 then	 the	 political	
complexities	 of	 such	 ‘forced	 migration’,	 especially	 because	 of	 political	 party	
allegiances,	can	be	infuriating!	The	undercurrent	of	this	politics	thus	runs	through,	
and	 imbues,	 these	 spaces	 and	 places	 of	musicking.	 Variously,	 codes	 and	modes	 of	
discussing	Zimbabwe	and	its	politics,	and	the	choice	of	music	played	in	these	different	
spaces,	at	least	when	I	was	present,	bears	testimony	to	a	kind	of	musical	policing	and	






















most	 pronounced	 periods	 of	 civilian	 unrest	 and	 resistance	 to	 the	 Zimbabwean	
government.	 Social	 media,	 already	 crucial	 in	 the	 virtual	 constructions	 of	
Zimbabweanness,	 providing	 a	 space	 for	 constructing	 home	 online,	 was	 similarly	
important	 in	 the	 sharing	of	news	of	what	 is	happening	at	home.	Within	 this	 same	





which	 he	 hesitantly	 extends	 his	 tongue	 and	 licks	 her	 foot.	 The	 video,	 in	 an	
environment	 in	 which	 Zimbabweans	 were	 already	 incensed	 with	 the	 injustices	
occurring	in	the	country,	was	met	with	heavy	criticism	of	Lady	Squanda.	This	led	to	






not	 overtly	 political,	 she	 was,	 in	 a	 highly	 polarised	 political	 context,	 exhibiting	
characteristics	 regarded	 as	 akin	 to	 the	 political	 system	 that	 had	 seen	many	 leave	
Zimbabwe,	for	the	now	diaspora.	This	moral	economy,	operating	both	in	Zimbabwe	
and	its	diaspora,	sought	to	emphasise	that	Zimbabweans	would	not	enjoy	the	music	










politics,	 one	 finds	 themselves,	 on	 this	 meandering	 road,	 confronted	 with	 how	
conviviality,	musicking	and	that	resilience	of	spirit	and	refusal	to	die,	even	when	such	
bodies,	 as	Teju	Cole	 argues,	 are	 regarded	unmournable,	 is	 the	performance	of	 the	
political,	 in	 the	everyday.	Maybe	not	every	day	per	se,	but	 indeed,	 in	 the	 taken	 for	
granted.	 Such	 episodes,	 as	 the	 Lady	 Squanda	 scandal,	 serve	 as	 reminders	 of	 the	
structural	 realities	 within	 which	 musicking	 obtains,	 and	 that	 this	 performance	 of	
Zimbabwe	in	the	elsewhere,	the	efforts	at	making	place,	and	negotiating	belonging,	





















would	 be	 selling	 some	 Zimbabwean	 products,	 especially	 foods	 that	 are	 strongly	
associated	with	home.	There	was	one	man	who	would	sell	 from	his	car	boot,	who,	
























other	 instances,	 just	 went	 to	 show	 how	 this	 space,	 place,	 time,	 experience,	 these	
diasporic	 journeys	and	experiences,	this	thing,	the	field,	 is	never	life	 in	stasis	and	I	
could	not	 control	much,	 for	 seeking	 to	observe	and	participate	 in	and	observe	 life	























and	 generative	 pan-African	 community	 came	 together,	 and	 in	mourning,	 used	 the	




I	 also	 became	 part	 of	 a	 programme	 run	 by	 an	 organisation	 that	 was	 then	 called	
Diaspora	 Changemakers.	 The	 programme	 sought	 to	 bring	 together	 people	 in	 the	
African	diaspora	in	the	UK	to	network,	share	knowledge	and	skills,	and	possibly	work	
on	 projects	 that	 would	 contribute	 to	 improving	 communities	 in	 the	 UK	 or	 their	
countries	 of	 origin.	 Through	 this	 programme,	 I	 met	 a	 young	 British-Zimbabwean	
woman	who	had	gladly	agreed	to	assist	me	with	my	research.	She	had	been	born	and	
grew	up	in	London,	and	identified	as	Zimbabwean.	I	was	to	start	spending	time	with	
her	 and	her	 group	of	 friends	 to	 gain	 a	 better	 understanding	 of	 her	 current	 ‘social	
circles’.	I	was	invited	to	her	place,	and	met	some	of	her	friends	and	her	brother	as	the	































were	 consumed—yet	 death	 still	 stalks.	 At	 least	 I	 understood,	 partly,	 that	 the	
intricacies	of	being	Zimbabwean	in	Britain,	of	witnessing	the	conviviality	at	Rollers,	
of	being	called	a	 ‘musalad’	and	placed	on	a	hierarchy	of	Zimbabwean	being,	belied	











arrived,	 like	any	other	Sunday	at	rollers,	and	with	Wala	bought	some	meat	 for	 the	
barbecue.	 Whilst	 Wala	 caught	 up	 with	 some	 familiar	 faces,	 I	 did	 what	 level	 of	
barbecuing	I	knew	how.	 	After	I	had	been	in	a	tussle	with	the	fire	and	smoke	for	a	
while,	 and	 I	 had	 worked	 up	 a	 bit	 of	 a	 sweat,	 a	 young	 man,	 dark	 and	 shiny,	 as	
generously	embodied	as	that	other	one	from	church,	with	a	bunch	of	keys	dangling	
from	one	hand	and	some	meat	in	another	suddenly	appeared	besides	me.	I	have	asked	

















































































story	 of	 Zimbabweans	 in	 the	 elsewhere	 and	 reveal	 the	 kinds	 of	 politics	 that	 have	
historically	shaped,	and	continue	to	shape,	musicking	in	Zimbabwe	and	its	diaspora.		
I	managed	 to	watch	Heritage	 Survival	 perform	 at	 several	 venues,	 including	 at	 the	
Oliver	Mtukudzi	and	Sulumani	Chimbetu	show.	One	of	the	places	I	saw	them	perform	
is	Mama	Jumbe’s	in	Forest	Gate.	Following	similar	intersections	of	food,	drink,	music	
and	 general	 conviviality,	 Mama	 Jumbe	 is	 another	 place	 where	 Zimbabweans	 and	










his	 songs,	 which	 are	 predominantly	 reggae,	 particularly	 close	 to	 the	 Jamaican	
understanding	of	lover’s	rock.	His	music	mixes	Shona	and	English	and	addresses	the	
typical	themes	of	love.	His	performance	of	reggae	can	also	be	seen	here,	as	with	Zim-








































that	 sells	 the	 ideas	 of	 consumption	 and	 freedom,	 cultivating	 forms	 of	 dress,	
performance	and	other	identitarian	aspects.	This	was	present	in	what	something	Joe	
seemed	 to	be	 trying	 to	convey,	albeit	 in	a	 somewhat	caricatured	way.	 I	 took	some	
pictures	and	quickly	moved	on.	
	




the	 event	was	 organised,	 and	how	 it	 had	 grown	over	 the	 years.	 There	was	 lots	 of	
encouragement	 from	 different	 people	 that	 Zimbabweans	 in	 Britain	 should	 get	






as	 Benedict	 Anderson	 argued,	 community,	 from	my	 observations,	 was	 something	
more	imagined.		
	













without	understanding	what	 I	was	exactly	 there	 for,	and	 leaving	 feeling	as	 if	 I	had	







construct	 and	 reinforce	 who	 belongs	 where,	 shaped	 by	 time,	 relationships	 and	
possibly	 taste.	 I	 sat	 somewhere	on	 the	 continuum	of	might	be	 in	with	a	 chance	of	
understanding	 this	 space	 and	 the	 people	within	 it	 to	 having	 no	 clue	 of	what	was	































religious	 way,	 that	 their	 promised	 land	 is	 in	 heaven.	 This	 fervent	 belief	 provides	
comfort,	 and	 a	 seeming	 resolution	 to	 the	 dissonance	 of	 inhabiting	 a	 space,	 as	
descendants	of	slaves,	as	a	diaspora,	that	seeks	their	expulsion.	Another	elsewhere	
becomes	a	way	of	reconciling	displacement	and	dislocation,	both	as	historical,	and	in	







































Zimbabwean	 diaspora	 congregations,	 in	 the	words	 of	 Pasura,	 can	 be	 described	 as	
centres	 and	 spaces	 of	 religious	 and	 cultural	 reaffirmation	 and	 reinvention—a	
contemporary	 transnational	extended	 family.	They	offer	a	platform	for	community	
solidarity	and	spiritual	comfort,	 in	addition	to	being	some	form	of	security	against	
social	 exclusion,	 deportation	 and	 eventualities	 such	 as	 death.	 Pasura’s	 work	 on	
Zimbabwean	 Catholics	 in	 Britain	 demonstrates	 the	 intersections	 among	 religion,	


































ethnography	 is	not	entirely	true,	because	I	had	been	 invited	by	 family,	as	a	way	of	
introducing	 me	 to	 the	 Zimbabwean	 Catholic	 community,	 and	 as	 I	 was	 to	 also	
recognise,	 grounding	me	 in	 some	 idea	 of	 the	 continuities	 of	 an	 idea	 of	 home.	My	
regular	attendance	of	church	service	would	be	commended	on,	as	was	that	of	many	
other	 young	 Zimbabweans,	 as	 evidence	 of	 holding	 onto	 ‘our	 faith’,	 not	 forgetting	
where	we	have	come	from,	as	well	as	resisting	the	allure	of	other	churches	seen	as	































Thus	 started	my	 journey	 into	 exploring	 the	 place	 that	 religion	 occupies,	 and	 how	
religious	songs	and	spaces	become	part	of	a	 larger	repertoire	of	place-making.	My	










































































Lined	with	 cars	 parked	 by	 the	 congregants,	 the	 street,	 every	 first	 Saturday	 of	 the	
month	is	transformed,	physically,	as	well	as	aesthetically.	An	alternate	reality,	which	
is	 not	 solely	 the	 regular	 Stoke	Newington,	 or	 Zimbabwe,	 comes	 into	 existence.	 As	
people	stand	outside	catching	up	before	and	after	the	sermons,	speaking	in	Ndebele,	
or	Shona	and	English,	I	cannot	imagine	what	sounds,	clicks	of	the	tongue,	what	bodies	
walk	 the	 pavements	 of	 this	 street,	 or	 sit	 around	 the	 flower	 pots,	 outside	 these	
Saturdays.	Do	 these	 tongues	and	bodies	 speak	of	places,	 sing	of	home,	as	 loss	and	
yearning,	too?	Do	they	peep	through	their	curtains	sometimes,	and	click	in	wonder	at	
the	black	Bouverie	Road	of	a	Saturday	afternoon?	I	did,	and	still	do,	open	the	curtains	
of	 my	 eyes	 and	 peep,	 looking	 around	 and	 wondering	 at	 this	 enactment	 of	 being	
Zimbabwean,	that	is	repeated	every	other	month,	and	that	becomes	an	occupation	of	

















seeming	miscomprehension	on	her	 face,	 as	 the	 sermon	 is	 conducted	 in	Shona	and	




about	 the	 Zimbabwean	 mass	 and	 the	 black	 church,	 of	 mosques,	 and	 synagogues,	
people	walking	into	them	and	some	such.	
	












and	against	each	other.	The	opportunity	 to	 ‘feel	at	home’	may	be	provided	by	 this	






As	 already	 shown,	 and	 discussed	 elsewhere,	 the	 processes	 and	 relationships	 that	
accompany	the	vehicle	through	which	I	have	sought	to	explore	and	understand	being	
amongst	Zimbabweans	and	music	are	as	crucial	as	 the	music	 itself,	 in	content	and	
performance.	The	experience	of	Zimbabwean	mass,	and	the	entanglements	thereof,	









that	 few	 people,	 especially	 young	 men,	 join	 the	 choir,	 or	 come	 to	 choir	 practice,	
leading	to	them	coming	to	mass	and	not	participating	in	the	music	because	they	do	
not	 know	 the	 songs.	 The	 songs	 are	 in	 Ndebele	 and	 Shona,	 and	 new	 ones	 are	
predominantly	composed	and	sent	from	Zimbabwe,	and	learned	here.	A	music	course	
and	 retreat	 is	 held	 each	 year,	 and	 a	 choir	 competition	 also	 takes	 place,	 as	 part	 of	
celebrating	 Zimbabwean	 Catholicism	 and	 maintaining	 the	 diasporic	 and	
transnational	circulations	of	religious	culture.	
	




incorporate	 it	 into	 the	 music.	 Mhoze	 Chikowero	 argues	 that	 the	 mission	 church,	
especially	the	Catholic	Church,	enriched	itself	through	African	songs	and	drumbeats,	
including	 the	 familiar	 rhythm,	 the	 colloquial	 ‘fata	murungu’,	which	proclaimed	 the	
paradox	of	the	white	father	of	black	congregants	(Mhoze	Chikowero,	2015).	Religion	
exhibited	 the	 alliance	 of	 the	 colonial	 church	 and	 state	 to	 re-engineer,	 control	 and	
discipline	African	being.	This	has,	in	the	context	of	diaspora,	become	a	form	of	self-
fashioning	and	resistance	to	the	threat	of	the	loss	of	morality,	or	being	swallowed	by	





my	 purpose	 is	 to	 offer	 a	 glimpse	 into	 the	 contestations	 that	 accompany	
understandings	 of	 being	 religious	 and	 Zimbabwean,	 especially	 in	 the	 kinds	 of	
music(s)	people	engage	with.		I	tell	this	story	here	through	Catherine.		Having	been	
active	in	the	church	from	a	young	age,	attending	Catholic	school	in	Zimbabwe	before	
she	 left	 for	 the	 UK,	 she	 has	 remained	 a	 prominent	member	 of	 the	 change,	 taking	










near	 Tottenham	 Court	 Road,	 at	 which	 my	 scepticism	 might	 be	 reduced,	 or	 even	
conquered	by	the	fervent	truths	of	the	gospel!	I	decided	that	it	would	be	good	for	us	
to	meet	earlier	and	have	a	chat	before	we	proceeded	to	the	church.	I	arrived	early,	and	






ways	 emplacement	 and	 belonging	 can	 remain	 slippery.	 This	 elusiveness	 does	 not,	
however,	sit	as	a	stable	characterisation	that	can	be	pinned	down	in	any	linear	way,	
because	it	is	what	is	also	attractive	to	many,	that	ability	to	seep	in	and	out	of	the	layers	









mafikizolo	 colloquialisms	 have	 been	 as	much	 applied	 to	me,	 as	 to	 a	 generation	 of	
Zimbabweans	that	are	regarded	by	some	as	espousing	different	kinds	of	politics,	and	

















and	 acknowledging	 that	 young	 black	 Zimbabwean	 women’s	 bodies	 are	 speaking	
bodies	 that	embrace	a	contradictory	positionality	and	use	 this	ambiguous	place	 to	






least	 the	 beginnings	 of	 her	 diasporic	 journey	 and	 experiences,	 referencing	 it	
metaphorically	to	the	beginning	in	the	bible.	At	least	we	are	aware	that	the	beginnings	














was	a	princess,	 because	 typical	Africans	 could	not	 afford	 to	 live	 and	educate	 their	






























Then	 we	 had	 good	 old	 Zimfest	 to	 look	 forward	 to	 because	 they	 brought	 in	 a	
different	line	up,	also	because	Zimfest	was	done	masikati	[in	the	afternoon].	 	In	
2008,	 after	 every	 Shona	 mass	 we	 would	 sing	 Ishe	 komborerai	 Africa/Ngosi	















displaced	 or	 dislocated,	 and	 transitioning	 and	 adapting	 to	 new	places	 and	 spaces,	





my	cousin	 is	an	addict	as	well	we	always	had	 the	conversations	on	what	 is	
njuga…and	 all	 them	 random	 Shona	 words	 Tuku	 uses.	 Ziwere	 zvinorevei?	
[What	does	Ziwere	mean?]	 I	 remember	 the	 first	 time	 I	 listened	 to	 the	 song	
Waerera	by	the	Bhundu	Boys,	it	just	made	no	sense,	so	I	asked	Chris	[a	friend],	
he	had	no	clue	he	is	more	into	the	beat	lol	anyways	he	the	said	nguva	ye	hondo	







on	me	 kuti	 Zim	will	 never	 be	 the	 same	 the	 same	 Zim	 I	 grew	 up	 in,	 it	 has	
completely	 changed,	my	kids	will	 just	hear	dzave	nyaya	 [stories].	When	we	





Here	 Catherine	 is	 sharing	with	me	 the	 experience	 and	 feelings	 of	 dislocation	 that	








cannot	 remember	 the	 meanings	 of	 some	 of	 the	 words.	 The	 contradictions	 of	 the	
feelings	of	loss	that	accompany	the	diasporic	experience	for	her,	and	turning	to	songs	
that	remind	her	of	a	place	in	time,	that	she	does	not	fully	understand,	are	revealing.	


















There	 is	 in	 Catherine’s	 expression	 a	 clear	 disavowal	 of	 being-at-home	 in	 the	
elsewhere,	a	being	affected	that	sees	her	cry	on	the	train	as	she	listens	to	a	song	that	
takes	 her	 back	 in	 time.	 Although	 this	 elsewhere	 in	many	ways	 became	 a	 place	 of	


























the	 death	 of	 bandleader	 Biggie	 Tembo	 and	 some	 alleged	 disputes	 with	 their	
management	in	the	UK	(Brusila,	2001).	They	toured	Britain,	and	are	famous	for	having	
opened	for	Madonna	at	Wembley	stadium	in	1987	(Brusila,	2003).	One	would	imagine	























both	 in	 and	 out	 of.	 Whereby	 engaging	 with	 Wala	 and	 the	 older	 generation	 of	
Zimbabweans	is	fraught	with	the	kinds	of	hierarchy	and	forms	of	respect	I	participate	





At	 some	 level,	 even	 though	 she	 is	 younger,	we	 also	 share	 similar	 frustrations	 and	
concerns	around	being	strangers	in	this	elsewhere,	and	in	Fanonian	terms,	the	fact	of	
blackness	 in	 Britain	 (Fanon,	 1967,	 2015).	 There	 are	 common,	 though	 gendered,	














Britain	 earlier.	 In	 setting	 the	 historical	 foundations	 that	 see	 the	 Bhundu	 Boys	
performing	in	Britain,	the	generation	of	Fred	Zindi	and	Wala,	and	their	children	who	



























Part	 of	 her	 musical	 journey,	 prompted	 by	 being	 in	 Britain,	 has	 been	 making	 a	
concerted	effort	to	engage	more	with	Zimbabwean	music	in	Shona,	which	is	her	first	
language.	Finding	herself	in	a	Britain	where	English	does	not	differentiate	her,	and	the	






























tensions	 and	 contradictions	 that	 riddle	 the	 ideas	 and	 experiences	 of	 being	
Zimbabwean	diaspora.		
	
I,	 for	 instance,	 had	 the	 misfortune	 of	 meeting	 at	 the	 Notting	 Hill	 Carnival	 one	
Zimbabwean	man	who	tried	 to	 take	me	to	 task	on	why,	he	had	assumed,	 I	did	not	
know	what	his	Shona	surname	meant.	Having	been	introduced	to	me	in	English,	and	
































music	 is	 [it	seems]	South	African,	either	 in	Sotho	or	Zulu	maybe	because	us	
Zimbas	[Zimbabweans]	love	copying,	particularly	Joyous	Celebration.	But	this	





There	was	a	tinge	of	national	 feeling,	a	 ‘musical	patriotism’	 in	Catherine’s	words,	a	
sense	 that,	 as	 she	 expressed	 later,	 that	 music	 from	 Zimbabwe,	 be	 it	 gospel	 or	
otherwise,	was	underappreciated.	This	was	a	 frustration	that	seemed	to	shape	her	








































achieved	 by	 being	 law	 abiding,	 hardworking,	 and	 actively	 involved	 in	 Methodist	
fellowships	 through	 acts	 of	 caring,	 charity,	 nurture,	 and	 human	 fellowship.	 I	
participated	in	some	of	this	‘citizenship’	by	visiting	families	of	the	bereaved,	and	one	




the	 need	 to	 hold	 onto	 Zimbabwean	 ways	 of	 being,	 steeped	 in	 the	 inventions	 of	




















anchor	 in	 a	 Britain,	 an	 elsewhere,	 which	 is	 described	 in	 Oliver	 Mtukudzi’s	 song	
‘Nhava’	as	marimuka	the	deep	and	dark	forests	where	many	do	not	return	at	all,	or	
return	 with	 nothing.	 The	 contradictions	 of	 Britain	 being	 a	 sanctuary	 for	
Zimbabweans,	yet	also	being	marimuka	is	apparent	in	the	priests	exhortations,	and	
the	 reiteration	of	 a	moral	 economy,	a	 set	of	 assumptions,	 ideas	and	emotions	 that	




end,	 especially	 for	 young	 Zimbabweans.	 As	 Pasura	 has	 argued,	 for	 Zimbabwean	
Christians,	 Britain	 is	 a	 country	 that	 provides	 settlement,	 but	 they	want	 to	 remain	
different	 from	it,	 insulating	 themselves	 from	its	secular	norms	and	values	(Pasura,	
2014).	 Contradictions,	 however,	 ensue	when,	 as	 at	 one	 time,	 a	 priest	 admitted	 to	
having	made	one	of	the	female	congregants	pregnant.	The	idea	of	the	congregation	as	
a	source	of	moral	fortitude	was	temporarily	shattered,	because	one	of	the	people	who	
was	 regarded	 as	 the	 custodian	 of	 these	 very	 values	 had	 gone	 against	 them.	 In	














Accompanying	 the	 kinds	 of	moral	 economies	 that	 shape	 the	 experiences	 of	 being	
Zimbabwean	 and	Catholic	 in	Britain	 (Fumanti	&	Werbner,	 2010;	Pasura,	 2012)	 as	
already	highlighted,	is	how	music	and	lifestyle	are	connected.	The	idea	of	a	night	out	







because	 the	 music	 has	 a	 spirit	 [mweya]	 behind	 it.	 Particularly	 in	 the	
Pentecostal	 scene.	 I	 have	 been	 to	 some	weddings	 and	 its	 strictly	 gospel	 or	
instrumental	music	no	Tuku	music.	
To	buttress	her	point,	she	added,		








music,	 about	 pushing	 a	 complex	 conversation	 on	 Zimbabwe,	 and	 no	 doubt	 this	
passion	would	have	come	through,	and	got	recognised	by	Catherine.	I	realised	over	
time	that	the	emphasis	on	invitations	to	church	and	singing	in	the	church	choir	shifted	
to	 alerting	 me	 of	 Zimbabwean	 musical	 events	 taking	 place	 around	 London.	 Our	

















however,	 entails	 suspending	 judgement.	 For	 something	 that	 I	 was,	 as	 I	 mention,	





Why	was	Catherine	moving	 to	 now	 inviting	me	 to	 these	non-religious,	 non-gospel	
events?	After	all,	I	had	met	her	through	church,	and	her	initial	invitations	had	been	
around	church	activity.		I	joked	with	her	about	how	her	parents	would	blame	me	for	
converting	her	 to	my	anthropological	pursuits	 and	 turning	her	away	 from	being	a	





I	 was	 limiting	 myself.	 So,	 I	 listen	 to	 ‘everything’.	 I	 have	 always	 enjoyed	
Chiwoniso’s	 music	 but	 I	 remember	 being	 told	 uchasvikirwa	 [you	 will	 be	
possessed]	it’s	demonic	music,	mashavi	[spirits]	mbira	and	so	on.	When	I	got	
invited	to	perform	at	the	Zimarts	festival	day	where	Mbuya	Stella	Chiweshe	
was	 featuring	 my	 dad	 was	 excited,	 my	 mum	 not	 so	 much.	 Not	 only	 her,	 I	
remember	some	band	members	had	to	withdraw	because	it	was	svikiro	[spirit	
medium]	 music.	 Turnout	 was	 mostly	 white,	 the	 few	 blacks	 present	 were	














prices	 forbidding,	 and	 the	 embedded	 aspects	 of	 the	 Zimbabwean	moral	 economy	
kicked	 in,	 as	 I	 struggled	 imagining	how	 I	would	explain	 to	 these	 two	Zimbabwean	
religious	parents	 that	 I	was	 spending	 time	with	 them	and	 their	 family	 in	 order	 to	






























loosely,	 dark	 deeds,	 or	what	 is	 done	 in	 the	 dark	 of	 night,	 combines	 the	 night	 and	
unsavoury	characteristics,	more	so	when	it	comes	to	definitions	of	womanhood	and	
religiosity.	 Clifford,	 just	 as	 Brah,	 looking	 at	 the	 different	 discourses	 of	 diaspora,	
recognises	 that	 diasporic	 experiences	 are	 always	 gendered	 (Brah,	 2005;	 Clifford,	
1994).	 There	 has	 been	 in	 some	 instances	 a	 tendency	 for	 Zimbabwean	 and	 other	
accounts	of	diaspora	and	diaspora	cultures	to	not	recognise	this	fact,	to	talk	of	travel	
and	 displacement	 in	 unmarked	 ways,	 thus	 normalising	 male	 experiences	 (Kleist,	
2010;	Pasura,	2008;	Tinarwo	&	Pasura,	2014)	.	
	
The	 construction	 of	morality	 hinged	 on	 imaginings	 of	 Zimbabwean	 religiosity	 and	
moral	 economies	 does	 not	 however	 go	 uncontested.	 The	 frustrations	 Catherine	
shares,	and	her	later	indictment	of	how	women	are	portrayed	in	Zimbabwean	music	
is	 testament	 to	 that.	 Her	 self-professed	 feminism	 also	means	 an	 awareness	 of	 the	






menu,	not	sure	what	 to	order	amongst	 the	 Indian	dishes	 that	were	on	offer.	 I	was	
certain	 that	 I	 did	 not	 want	 to	 befall	 the	 fate	 of	 many	 who	 underestimated	 the	
consequences	of	spicy	food.	After	some	back	and	forth,	we	both	settled	for	a	salad.	
Jokes	about	weight	and	such	and	 the	 tyranny	of	beauty	 standards	 followed.	Was	 I	
worried	about	my	weight?	Was	I	watching	my	ass?	It	mattered	in	this	place!	
I	 remember	 2009	 I	 went	 on	 Myspace	 on	 Chiwoniso’s	 page	 and	 she	 had	














I	 am	 just	 sick	 and	 tired	of	how	women	 in	Zim	music	 are	portrayed.	Gospel	
music	is	mostly	on	submission	and	kuvaka	musha	[building	a	home].	Bhundu	





AIDS	 [who	 transmit	 HIV],	 interesting.	 Tukuwo	 pamwana	 wamambo	 hanzi	







daddy,	 no	 daddy.	 Varume	 vaye	 vakaimba	 ‘vasikana	 vamazuvano	 havana	
hutano’	 [then	 there	 are	 those	 men	 who	 sang	 about	 girls	 nowadays	 being	
unhealthy].	 Then	 vakomana	 ‘vaunoda	 ava	 Maggie	 vanoda	 zvakawanda	 dai	
wambomira	Maggie’	 [these	 boys	 that	 you	 like	Maggie,	 they	want	 too	many	
things,	 you	 should	 stop	 Maggie].	 I	 swear	 vakomana	 ndo	 vanomuda	
vachimunyenga	[yet	the	boys	are	the	ones	who	desire	her	and	court	her].	So	

























colonialism,	 the	 mbira	 became	 a	 site	 of	 the	 construction	 of	 cultural	 nationalism,	
accompanied	with	the	gender	scripts	that	dominate	Shona	musical	traditions.		Jones,	
citing	 Impey	 (1992)	 points	 out	 that	 the	women	who	 thus	 take	 up	mbira	 defy	 the	
circumscribed	 gender	 scripts	 and	 mores	 that	 constrain	 their	 musical	 lives	 (A.	 M.	
Impey,	 1992;	 Jones,	 2008).	 Another	 example	 of	 a	 Zimbabwean	 musician	 who	
exemplifies	 this	 defiance	 of	 gender	 limitation	 is	 Dorothy	Masuku,	 a	 cosmopolitan	
woman	 whose	 life	 embodies	 the	 trans-territorial	 nature	 of	 musicking	 (Falola	 &	
Fleming,	2012).	Having	moved	to	then	apartheid	South	Africa	as	Chikowero,	in	(Falola	
&	Fleming,	2012)	notes,	she	shrewdly	rose	by	both	 fighting	and	co-opting	 into	her	
service	Sophiatown’s	masochist	gangster	circles	and	catapulting	herself	 to	 the	 top.		
Popular	 figures	 like	 her	 set	 trends	 and	 influenced	urban	performance	 idioms	 that	
became	implicated	in	a	more	complex	gendered	power	politics	revolving	around	the	
illicit	shebeen,	and	also	as	part	of	African	engagement	with	brutal	colonial	modernity	


















































It	 is	 important	 to	 note	 ana	 ABBRA	 Tribe	 yaana	 Kryiah	 Dee	 [Prudence	
Katomeni’s	 little	 sister],	 Jusa	 Dementor29…	 these	 guys	were	 different,	 they	







The	 idea	 of	 an	 ‘authentic’	 Zimbabwean	 sound	 comes	 back	 to	 define	 how	 she	
understands	 the	 music,	 and	 the	 production	 process.	 Although	 she	 mentions	










Also,	 they	 have	 a	 strong	 band	 comprising	 of	 the	 guys	who	 used	 to	 play	 ku	
Nguva	Yakwana30	…	 there	Zex	Manatsa’s	 two	sons	Aaron	and	 the	other	one	
also	sometimes	play.	Then	there	is	Heavens	Mutambira,	mwana	we	[a	child	to]	


















later	 life,	 he	 became	 a	 pastor	 and	 now	 performs	 gospel	music.	 His	 sons,	 based	 in	




bequeath	 these	 to	 their	 progeny,	 as	 with	 Zex	 Manatsa,	 giving	 birth	 to	 different	










the	 absence	 of	 ‘white	 Zimbabweans’	 in	 the	 dominant	 narrative.	 As	 a	 concomitant	










promoters	 so	havachina	 [they	don’t	 have	 a]	 niche	…	White	 Zimbas…mostly	





















where	 one	 tries	 to	 reconnect	 with	 their	 idea	 of	 home	 and	 tries	 to	 relearn	 their	
language,	 and	 to	 navigate	 belonging	 whilst	 feeling	 unwelcome,	 there	 would	 be	 a	
position	on	white	Zimbabweans	that	echoed	similar	experiences.		Of	course,	I	am	not	
here	 equating	 the	 experiences	 of	 black	 Zimbabweans	 in	 Britain	 to	 that	 of	 white	
Zimbabweans	 in	Zimbabwe,	or	 in	Britain.	The	point	 is	 to	highlight	 the	disparity	of	
absence.	 Yet	 the	 enduring	 colonial	 encounter	 connects	 both	 black	 and	 white	
Zimbabweans	to	Britain,	and	shapes	experiences	of	the	imagined	inside	and	outside.	
	





















My	 conversations	 with	 Catherine	 made	 me	 realise	 that	 something	 I	 had	 not	
considered	in	starting	out,	or	had	not	contented	with	encountering,	was	the	impact	
that	 technology,	 particularly	 the	 internet	 and	music-sharing	 has	 had	 on	 diasporic	




multiple	 ways.	 Where	 for	 Wala’s	 generation,	 sometimes	 people	 had	 to	 wait	 for	




released	 and	 be	 in	 another	 part	 of	 the	 world	 within	 minutes,	 even	 seconds.	
Zimbabweans	in	the	diaspora	have	been	active	on	online	media	platforms,	debating	
the	 socio-political	 and	 economic	 issues,	 as	 well	 as	 connecting	 with	 home	 and	
reaffirming	and	reinventing	what	it	means	to	be	Zimbabwean	(Manase,	2013;	Mano	
&	 Willems,	 2008,	 2010;	 Moyo,	 2007).	 It	 is	 no	 surprise	 that	 Catherine	 would	 be	
similarly	 increasingly	 accessing	 her	 music	 online.	 A	 recent	 example	 of	 how	
Zimbabweans	engage	with	social	media	was	the	‘zvirikufaya’	meme,	Shona	for	things	
are	good,	or	are	going	on	well	(Musekiwa,	2016).	As	Musekiwa	has	argued,	through	
the	 positing	 of	 videos,	 sometimes	 accompanied	 by	 music,	 Zimbabweans	 in	 the	












With	 access	 to	 music	 in	 ways	 that	 would	 not	 have	 been	 imagined	 by	 previous	
generations,	 Catherine	 acknowledges	 that	 being	 in	 the	 elsewhere	 has	 engendered	
desires	 for	 different	 forms	 of	 Zimbabwean	 music,	 even	 those	 she	 would	 have	
previously	not	considered.	
Well,	[being	in]	diaspora	has	got	me	listening	to	music	I	despised	in	Zimbabwe,	




I	 have	 Chimurenga,	 music	 dzaana	 [by]	 Andy	 Brown	 and	 so	 forth.	 Zim-
dancehall?		Hmm,	panebasa	[that’s	a	difficult	task]	typical	tsaga	[fool’s]	music	
lol.			I	enjoy	going	to	the	typical	inaccessible	concerts	with	the	white	folk	.	They	







as	 belonging	 to	 the	 rural	 and	 the	 ordinary	 person,	 she	 invokes	 hierarchies	 of	
belonging,	 an	 assertion	 that,	 for	 the	 sake	 of	 reconstructing	 her	mythic	 version	 of	
home,	she	will	listen	to	these	different	types	of	music.	Yet	she	would	rather	attend	the	
“white”	concerts	because	they	are	more	organised,	and	she	will	not	go	so	 far	as	 to	
indulge	 Zim-dancehall,	 the	 ‘fool’s	 music’.	 Yet	 again,	 diaspora	 becomes	 a	 sort	 of	
leveller,	 where	 the	 classist	 tendencies	 she	 herself	 is	 owning	 up	 to	may	 not	 be	 as	
blatant.	 These	 tensions	 bring	 to	 the	 fore	 the	 kinds	 of	 negotiations	 of	 diasporic	
subjectivities	 relating	 to	 status	 and	 hierarchy	 (Fumanti,	 2013)	 Catherine	 may	 be	
experiencing,	where	on	one	end	there	is	a	desire	to	claim	space	and	belonging	in	this	











body	 of	 a	 young	 black	 Zimbabwean	 woman	 is	 to	 experience	 religion,	 music	 and	
diaspora	in	ways	that	may	be	erased	or	subsumed	in	undifferentiated	accounts	of	a	
hegemonic	 and	 homogenous	 ‘being	 Zimbabwean’.	 Music	 remains	 crucial	 to	
Catherine’s	existence	as	a	vehicle,	a	way	to	‘survive’	diaspora.	In	this,	and	the	gradual	





of	 a	 young	 Zimbabwean	 woman,	 Catherine.	 Religious	 places	 and	 spaces	 for	
Zimbabweans,	also	as	places	and	spaces	of	musicking,	are	 focal	nodes	 in	diasporic	
journeys,	 providing	 contested	 sites	 for	 the	 negotiating	 of	 simultaneously	 being	 at	























Ndlovu-Gatsheni	 argues	 that	 the	 question	 of	 the	 historical	 production	 and	
reproduction	of	a	‘Zimbabwean’	identity	is	an	ongoing	and	highly	contested	process	
(Ndlovu-Gatsheni,	2009b).	I	am	choosing	to	end	here	with	whiteness	as	absence	and	
invisibility	 to	 argue	 that	 this	 is	 an	 example	 of	 the	 erasures	 and	 silences	 that	
characterise	 writing	 and	 imagining	 the	 Zimbabwean	 diaspora,	 in	 Britain	 and	
elsewhere	
	
If	 it	 is	 acknowledged	 that	 migrant	 and	 diasporic	 journeys	 are	 characterised	 in	
moments	by	abjection	and	the	threat,	or	experiences	of	social	death,	what	does	the	
elision	of	the	experiences	of	white	Zimbabweans	tell	us?	I	am	proposing	here	that	this	
absence	 and	 invisibility,	 in	 my	 experience	 and	 the	 conceptualisations	 of	 being	
Zimbabwean	in	the	elsewhere,	is	another	testament	to	the	fractures,	not	just	of	the	









historical	 formation	 to	 that	 in	 Zimbabwe.	 Melissa	 Steyn	 has	 explored	 the	
contestations	 of	 whiteness	 in	 South	 Africa,	 and	 what	 she	 also	 calls	 “diasporic	
whiteness”.	Steyn	 forwards	 the	position	 that	whiteness	 in	 this	context	refers	 to	an	
ideologically	 supported	 social	 positionality	 that	 has	 accrued	 to	 the	 people	 of	
European	descent	because	of	the	political	and	economic	advantage	gained	during	and	
after	European	colonial	expansion.		This	was	facilitated	by	the	construction	of	‘race’	





the	 presence	 of	 some	 white	 Zimbabweans	 at	 the	 Vigil	 protests	 outside	 the	
Zimbabwean	embassy.	Here	one	respondent	pointed	out	their	discomfort	at	having	
white	 Zimbabweans	 there	 because	 they	 perceived	 them	 not	 as	 ‘genuine	 political	
activists’	 but	 as	 being	 present	 to	 protect	 their	 economic	 interests.	 White	
Zimbabweans	have	been	associated	with	funding	the	then	opposition,	MDC,	and	at	a	








of	 the	 Zimbabwean	 landscape	 in	 Britain,	 I	 came	 across	 videos	 of	 a	 band	 of	white	
Zimbabweans,	performing	songs	in	Shona	at	a	Zimbabwe	Achievers	Awards	event.	In	
my	work	on	Zimbabwean	migration	in	South	Africa,	and	here,	I	never	imagined	white	
Zimbabweans	 as	 migrant,	 although	 I	 was,	 and	 still	 am	 aware	 of	 the	 political	




One	can	recognise	here	 the	 ironies	of	absence	and	 invisibility	 in	contexts	 in	which	






of	 a	 collective	 Zimbabwean	 identity?	 Was	 there	 ever	 such	 a	 thing	 as	 ‘white	





encounters	with	self-identified	white	Zimbabweans.	 I	was	 fortunate	 to	witness	 the	









One	 is	 tempted	 to	 also	 imagine	 that	 study	 the	 black	 body,	 black	 Zimbabweans,	 is	
accessible,	and	convenient	as	spectacle,	as	even	for	me,	thinking	whiteness	seems	to	
constitute	‘studying	up’	(Cassell,	1988;	Gusterson,	1997;	Nader,	1972;	Ortner,	2010;	




I	 historicise	 this	 specific	 moment	 of	 white	 Zimbabwean	 music	 through	














of,	 like	 many	 a	 nation,	 Zimbabwe.	 I	 am	 trying,	 as	 Nayak	 (2006)	 to	 explore	 the	
possibilities	of	conceptually	rupturing	the	binary,	as	well	the	idea	of	Zimbabwe.	
	




















time.	 The	 heterogeneity	 of	 taste	 and	 preferences	 for	 different	 space	 sees	
Zimbabweans	 visiting	 these	 places.	 Eltham	 would	 offer	 different	 kinds	 of	 music,	
pushing	its	identity	as	a	place	that	offers	Zimbabweans	a	lot	of	musical	performances	
from	many	of	 the	young	and	popular	 artists	 in	Zimbabwe.	 It	 is	 at	 this	place	 that	 I	


























Redding,	 Ray	 Charles,	 Bob	 Dylan	 and	 Jimi	 Hendrix.	 Music	 festivals	 which	
followed	the	trends	of	these	British	and	American	musicians	were	organised	


















‘greener’	 pastures	 of	 the	 United	 Kingdom.	 One	 of	 the	 reasons	 he	 gave	 for	 leaving	
Zimbabwe	was	that	local	white	artistes	in	Southern	Africa	were	not	taken	seriously,	
as	 people	who	bought	white	music	 preferred	 imported	music.	He	 felt	 that	 he	was	
being	taken	as	a	bit	of	a	novelty	act.	
	
































In	 Zimbabwe,	 today,	 one	 of	 the	 prominent	 white	 voices	 in	 music	 has	 been	 Sam	






news	 programme	 called	 Zambezi	 news,	which	 uses	 humour,	 the	way	Willems	 has	








Having	 watched	 some	 videos	 online	 of	 the	 white	 Zimbabwean	 band	 perform,	 an	





and	 Sniper.	 Nduna	 had	 been	 a	 hit	 with	 songs	 such	 as	 ‘Kana	 Ndinewe’	 and	




































Part	 of	me	wondered	why	 seeing	 a	white	 Zimbabwean	 band	 elicited	 the	 kinds	 of	
excitement	and	surprise,	both	in	me	and	the	other	Zimbabweans	that	were	present.	
Were	they	also	being	treated	as	a	novelty	act,	the	way	Zindi	says	David	Scobie	felt?	
Their	 sound	 and	 rhythm	 was	 close,	 some	 said,	 but	 were	 not	 to	 the	 point.	 The	
appreciation	seemed	to	come	from	the	fact	that	at	least	they	were	trying.	Unlike	the	
teachers	 of	 Catherine’s	 childhood,	 and	 the	 imaginary	 of	 the	baas,	 the	 farmer	who	
speaks	 Shona,	 or	 a	 mutilation	 of	 it,	 to	 instruct	 or	 command,	 here	 was	 a	 group	













Griffiths	who	 had	 remixed	 on	 piano	 a	 Zim-dancehall	 song	 ‘Musarova	 Big	Man’	 by	
Winky	D.	Like	the	Kamikaze	Test	Pilots,	Gemma	had	also	been	invited	to	perform	at	
the	 Zimbabwe	 Achievers	 Awards,	 setting	 her	 in	 a	 place	 that	 recognises	 white	




Rhodesia	 than	 in	 Zimbabwe.	 It	 seems,	 from	 my	 experience	 of	 the	 field,	 that	 the	
absence	 of	 this	 scene	 in	 post-independence	 Zimbabwe	 is	 commensurate	 with	 the	
kinds	of	absences	and	erasures	in	dominant	narratives	about	Zimbabwean	migrations	
















has	mixed	 children.	 She	was	 once	 expelled	 from	 school	 for	 kissing	 a	 black	 boy	 in	
Zimbabwe.	“I	am	a	free	spirit;	you	need	to	resist	some	of	these	things.”	Did	I	know	this	
































I	 recognise	 even	 more	 the	 partiality	 of	 narratives,	 and	 the	 shifting	 nature	 of	 the	
everyday	for	Zimbabweans	in	a	migrant	context	like	Britain.	I	followed	Wala	all	over	
London,	 became	 part	 of	 the	 Zimbabwean	 social	 scene,	went	 to	 church	 religiously,	
refused	to	be	roped	into	singing	in	a	choir	and	cooked	at	the	Notting	Hill	Carnival	for	
four	 consecutive	 years.	 This	 is	 just	 part	 of	 what	 I	 did,	 in	 steeping	 myself	 in	 the	

































should	 not	 conclude	 anytime	 soon.	 Unless	 of	 course	 the	 country,	 Zimbabwe,	





The	 time	 I	 spent	 with	 different	 Zimbabweans	 made	 me	 aware	 that	 Zimbabwean	
presence	 in	 Britain	 is	 certainly	 not	 a	 post-2000	 phenomenon.	 Enduring	 colonial	
encounters	mean	Zimbabweans	have	been	part	of	the	black	and	diasporic	experience	
in	Britain.	At	least	in	the	case	of	Wala	and	those	of	his	generation	I	encountered,	who	














some	 Zimbabweans	 are	 certainly	 ways	 of	 establishing	 a	 virtuous	 citizenship,	 an	
imagining	of	home	in	the	here	and	the	hereafter.	The	stability	of	religion	is	however	
itself	contested,	in	the	case	of	Catherine,	based	on	gender	and	the	constraining	moral	
economies	 that	 the	 church	 imposes.	 Granted,	 the	 church	 remains	 a	 platform	 for	








economic	 and	 political	 decline	 in	 Zimbabwe	 post-2000,	 the	 recognition	 of	 the	
different	phases	of	Zimbabwean	migration,	and	the	cracks	and	crevices	of	silence	and	
erasure	occupied	by	Zimbabweans,	offers	 the	possibility	of	writing	Zimbabwe	and	
being	 Zimbabwean	 differently.	 The	 production	 and	 circulation	 of	 knowledges	
coloured,	if	not	by	the	colonial	encounter	and	the	enduring	coloniality,	by	hegemonies	
of	representations	should	be	contested.	This	call	to	writing	Zimbabwe	differently,	and	



















found.	The	precedence	of	work	on	Zimbabweans	 in	Britain	 is	 already	 set	with	 the	
various	studies	cited	 in	 the	 foregoing	discussion,	which	 I	hope	can	be	enriched	by	
extending	their	explorations	to	the	different	ways	in	which	Zimbabweans	construct	
convivial	 spaces	 and	 musick	 against	 abjection	 and	 social	 death.	 The	 ubiquitous	
presence	and	use	of	technology	also	means	that	more	attention	can	be	paid	to	how	
Zimbabweans	are	increasingly	engaging	in	virtual	diasporic	formations.	In	this	age	of	







area	 of	 gender	 is	warranted.	Whilst	 I	 juxtapose	mainly	 the	 experience	 of	 an	 older	
Zimbabwean	 man	 and	 a	 younger	 Zimbabwean	 woman,	 and	 draw	 from	 work	 on	
Zimbabwean	music	and	Zimbabweans	in	the	diaspora	in	Britain,	further	explorations	
on	 gendered	musicking,	 as	well	 as	 the	 transformations	 of	 gender	 identities	 in	 the	
Zimbabwean	diaspora	is	required.	This	is	especially	so	in	the	case	of	sexuality	and	the	
kinds	of	hegemonic	heteronormative	ideals	that	shaped	being	a	Zimbabwean	man	or	
woman	 in	 the	 elsewhere.	 Does	 this	 largely	 remain	 the	 case	 in	 an	 elsewhere	 of	
negotiation	and	reinvention?	
	
I	 ended	 with	 the	 section	 on	 white	 Zimbabweans	 and	 white	 Zimbabwean	 music	
precisely	because	I	also	wanted	to	set	the	tone	for	the	possibilities	that	this	brings	to	
the	 work	 on	 the	 Zimbabwean	 diaspora.	 In	 addition	 to	 the	 other	 fractures	 that	
accompany	 being	 Zimbabwean	 in	 the	 elsewhere,	 of	 gender,	 age	 and	 generation,	
among	others,	the	silences	around	the	racial	imaginary	and	the	Zimbabwean	migrant	
body	 needs	 to	 be	 unsettled.	 As	 Zimbabwe	 as	 a	 nation	 struggles	 with	 its	 own	
identification	against	narratives	of	nation	and	struggle	facing	parochial	reinventions,	
‘privatised’	and	patriotic	history,	 it	 is	 important	to	engage	in	work	that	reveals	the	
historical	and	contemporary	complexities	of	what	and	who	constitutes	Zimbabwe.	It	





do	we	 respond	 to	 the	 hegemonies	 of	 the	 past	 and	 the	 present	 in	 how	we	 explore	
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